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Sanskrit Alphabetical Order 
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Guide to Sanskrit Pronunciation 


Vowels: 

Gutturals: kkhgghn 

Palatals: cchijhn 

Retroflex: tthddhn 

Dentals: tthddhn 

Labials: p ph b bhm 

Semivowels: yrilv 

Spirants: §ssh 

a but 

a, a father 

i sit 

i,i fee 

“put 

,4 boo 

r vocalic r, American pur- 
dy or English pretty 

F lengthened r 

l vocalic /, able 


ai 


made, esp. in Welsh pro- 
nunciation 
bite 


0, 6, 6 rope, esp. Welsh pronun- 


au 
ue 


b 


ciation; Italian solo 
sound 


anusvara nasalizes the pre- 


ceding vowel 
visarga, a voiceless aspira- 
tion (resembling the En- 


glish 4), or like Scottish 


loch, or an aspiration with 
a faint echoing of the last 
element of the preceding 
vowel so that taih is pro- 
nounced taih’ 

luck 

blockhead 

go 

bighead 

anger 

chill 

matchhead 

Jog 

aspirated j, hedgehog 
canyon 

retroflex ¢, try (with the 
tip of tongue turned up 
to touch the hard palate) 
same as the preceding but 
aspirated 

retroflex d (with the tip 
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of tongue turned up to b before 
touch the hard palate) bh = abhorrent 
dh  sameas the preceding but m mind 
aspirated y yes 
n retroflex 7 (with the tip r trilled, resembling the Ita- 
of tongue turned up to lian pronunciation of r 
touch the hard palate) l linger 
t French tout v word 
th tent hook § shore 
d dinner 5 retroflex sh (with the tip 
dh — guildhall of the tongue turned up 
n now to touch the hard palate) 
P pill s hiss 
ph upheaval h hood 


CSL Punctuation of English 


The acute accent on Sanskrit words when they occur outside of the 
Sanskrit text itself, marks stress, e.g., Ramayana. It is not part of tra- 
ditional Sanskrit orthography, transliteration, or transcription, but we 
supply it here to guide readers in the pronunciation of these unfamiliar 
words. Since no Sanskrit word is accented on the last syllable it is not 
necessary to accent disyllables, e.g., Rama. 

The second CSL innovation designed to assist the reader in the pro- 
nunciation of lengthy unfamiliar words is to insert an unobtrusive mid- 
dle dot between semantic word breaks in compound names (provided 
the word break does not fall on a vowel resulting from the fusion of 
two vowels), e.g., Maha-bharata, but Ramayana (not Rama-ayana). Our 
dot echoes the punctuating middle dot (-) found in the oldest surviving 
samples of written Indic, the Ashokan inscriptions of the third century 
BCE. 

The deep layering of Sanskrit narrative has also dictated that we use 
quotation marks only to announce the beginning and end of every di- 
rect speech, and not at the beginning of every paragraph. 
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CSL Punctuation of Sanskrit 


The Sanskrit text is also punctuated, in accordance with the punc- 
tuation of the English translation. In mid-verse, the punctuation will 
not alter the sandhi or the scansion. Proper names are capitalized. Most 
Sanskrit meters have four “feet” (pada); where possible we print the 
common S/oka meter on two lines. In the Sanskrit text, we use French 
Guillemets (e.g., «kva samcicirsuh?») instead of English quotation marks 
(e.g., “Where are you off to?”) to avoid confusion with the apostrophes 
used for vowel elision in sandhi. 


SANDHI 


Sanskrit presents the learner with a challenge: sandhi (euphonic com- 
bination). Sandhi means that when two words are joined in connected 
speech or writing (which in Sanskrit reflects speech), the last letter (or 
even letters) of the first word often changes; compare the way we pro- 
nounce “the” in “the beginning” and “the end.” 

In Sanskrit the first letter of the second word may also change; and if 
both the last letter of the first word and the first letter of the second are 
vowels, they may fuse. This has a parallel in English: a nasal consonant 
is inserted between two vowels that would otherwise coalesce: “a pear” 
and “an apple.” Sanskrit vowel fusion may produce ambiguity. 

The charts on the following pages give the full sandhi system. 

Fortunately it is not necessary to know these changes in order to start 
reading Sanskrit. All that is important to know is the form of the second 
word without sandhi (pre-sandhi), so that it can be recognized or looked 
up in a dictionary. Therefore we are printing Sanskrit with a system 
of punctuation that will indicate, unambiguously, the original form of 
the second word, i.e., the form without sandhi. Such sandhi mostly 
concerns the fusion of two vowels. 

In Sanskrit, vowels may be short or long and are written differently 
accordingly. We follow the general convention that a vowel with no 
mark above it is short. Other books mark a long vowel either with a 
bar called a macron (4) or with a circumflex (4). Our system uses the 
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VOWEL SANDHI 
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oa OR 
1S 1S 1g 1D eg 


j 
ne 


O18 — i= SF 
1D 10 'O 1S 16g 


:S[QMOA JeUI4 


CSL CONVENTIONS 


CONSONANT SANDHI 
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wi 
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(tu/u) syeseu 
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yd/d 
4P/P 
ui 
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macron, except that for initial vowels in sandhi we use a circumflex 
to indicate that originally the vowel was short, or the shorter of two 
possibilities (e rather than ai, o rather than au). 


When we print initial 2, before sandhi that vowel was a 


i or é, i 
“or 6, u 
Ai, e 
au, 0 


S 
~ Q 


§ 
sr 3, 


eC, 

i i 
ai, ai 
au, au 


’, before sandhi there was a vowel a 


When a final short vowel (a, i, or u) has merged into a following 
vowel, we print ’ at the end of the word, and when a final long vowel 
(a, i, or &) has merged into a following vowel we print ” at the end of 
the word. The vast majority of these cases will concern a final a or 4. 
See, for instance, the following examples: 


What before sandhi was atra asti is represented as atr’ asti 


atra aste atr aste 
kanya asti kany” asti 
kanya aste kany” aste 
atra iti atr’ éti 
kanya iti kany” éti 
kanya ipsita kany” épsita 


Finally, three other points concerning the initial letter of the sec- 
ond word: 

(x) A word that before sandhi begins with r (vowel), after sandhi 
begins with r followed by a consonant: yatha” rtu represents pre-sandhi 
yatha rtu. 

(2) When before sandhi the previous word ends in ¢ and the following 
word begins with s, after sandhi the last letter of the previous word is c 
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and the following word begins with ch: syac chastravit represents pre- 
sandhi sydat sastravit. 

(3) Where a word begins with / and the previous word ends with a 
double consonant, this is our simplified spelling to show the pre-sandhi 
form: tad hasati is commonly written as tad dhasati, but we write tadd 
hasati so that the original initial letter is obvious. 


COMPOUNDS 


We also punctuate the division of compounds (samdsa), simply by 
inserting a thin vertical line between words. There are words where the 
decision whether to regard them as compounds is arbitrary. Our prin- 
ciple has been to try to guide readers to the correct dictionary entries. 


Exemplar of CSL Style 


Where the Devanagari script reads: 


Others would print: 

kumbhasthali raksatu vo vikirnasindirarenur dviradananasya / 
prasantaye vighnatamaschatanam nisthyttabalatapapallaveva // 
We print: 


kumbha|sthali raksatu vo vikirnalsindira|renur dvirad’|ananasya 


9 A 


prasantaye vighna|tamas|chatanam nisthyita|bal’|atapa|pallav” éva. 
And in English: 
May Ganésha’s domed forehead protect you! Streaked with vermilion 


dust, it seems to be emitting the spreading rays of the rising sun to 
pacify the teeming darkness of obstructions. 


(“Nava-sdhasanka and the Serpent Princess” 1.3) 
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Wordplay 


Classical Sanskrit literature can abound in puns (s/esa). Such paro- 
nomasia, or wordplay, is raised to a high art; rarely is it a cliché. Mul- 
tiple meanings merge (s/isyanti) into a single word or phrase. Most 
common are pairs of meanings, but as many as ten separate mean- 
ings are attested. To mark the parallel senses in the English, as well as 
the punning original in the Sanskrit, we use a slanted font (different 
from italic) and a triple colon (:) to separate the alternatives. E.g. 


yuktam Kadambarim srutva kavayo maunam 4éritah 
Bana/dhvanav an|adhyayo bhavat’ iti smrtir yatah. 

It is right that poets should fall silent upon hearing the Kadam- 
bari, for the sacred law rules that recitation must be suspended 
when the sound of an arrow: the poetry of Bana is heard. 


(Soméshvara-deva’s “Moonlight of Glory” 1.15) 


Drama 


Classical Sanskrit literature is in fact itself bilingual, notably in drama. 
There women and characters of low rank speak one of several Prakrit 
dialects, an “unrefined” (prakrta) vernacular as opposed to the “refined” 
(samskrta) language. Editors commonly provide such speeches with a 
Sanskrit paraphrase, their “shadow” (chaya). We mark Prakrit speeches 
with ‘opening and closing corner brackets, and supply the Sanskrit 
chaya in endnotes. Some stage directions are original to the author but 
we follow the custom that sometimes editors supplement these; we print 
them in italics (and within brackets, in mid-text) 
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cc ALAVIKA AND AGNI-MITRA’ (Mdalavikagnimitra) is 

sometimes considered to be the least significant 
of the three dramas of Kali-dasa, the poet laureate of Indian 
antiquity who probably lived in the fifth century cE. Yet 
the play’s lively and playful plot more than makes up for its 
lack of deities, heroic prowess or pathos. The machinations 
of King Agni-mitra's jester to help him add a dancing girl 
to his harem in spite of the subtle intrigues of the two jeal- 
ous queens carry the gallant hero through hope and despair 
to the happy ending. This is often thought to be the first 
of Kali-dasa’s dramas, or indeed of all his oeuvre," though 
of course any chronology of his writings can be based on 
conjecture alone. Apart from a perceived “immaturity,” the 
introductory scene of “Malavika and Agni-mitra” is often 
cited to substantiate such claims. The play humbly describes 
itself as “the work of a contemporary poet” (1.7) as opposed 
to the time-honored works of the great predecessors—but 
in fact the introductory scenes of his two other dramas use 
very similar terms.? 

WARDER (1990: 129) actually calls “Malavika and Agni- 
mitra’ Kali-dasa’s best play. ‘TIEKEN (2001) opines that it is 
a late work, possibly Kali-dasa’s last, and feels that its nov- 
elty consists in a divergence from the poet's previous works, 
and perhaps from the entire dramatic tradition prevalent in 
his time. While Kali-dasa’s other epic and dramatic works 
are populated by divine and semi-divine beings and have a 
curse as the crux of their plots, “Malavika and Agni-mitra” 
is a work based on historical events, featuring thoroughly 
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mortal human characters. The only trace of the supernatu- 
ral in it is the lucky coincidence thanks to which Malavika 
ends up married to Agni-mitra after her travails. This real- 
istic vein was perhaps the core of the play’s modernity. 


Agni-mitra and his Times 


To find background to the setting and characters of the 
play we must go back to the second century BCE, some 
six hundred years before the likely time of Kali-dasa. At 
the beginning of that century, the remnants of the illustri- 
ous Maurya dynasty dominated northern India. After the 
death of Ashéka the Great in 232 BcE, his house began 
to decline. Few and sometimes conflicting data are avail- 
able about his successors, and it is possible—though far 
from certain—that two or three of his descendants ruled 
in parallel over patches of the former empire. Around 185 
BCE the Maurya ruler Brihad-ratha was slain by his gen- 
eral Pushya-mitra, who replaced him on the throne. In 
“Malavika and Agni-mitra” the usurper appears as Agni- 
mitras father, General Pushpa-mitra. Henceforth we'll use 
the name Pushya-mitra to refer to the historical person, and 
Pushpa-mitra for the character in the drama. 

Genealogical lists—set in the form of prophecies pur- 
ported to predate the rulers—found in the purdnas (early 
compendia of Hindu myths and legends, largely compiled 
in the fourth to sixth centuries cE but containing plenty of 
earlier material) tell us that after 137 years of Maurya rule 
the Shungas came to the fore. The term “Shunga period” 
is commonly used by historians to refer to the time from 
about 185 BCE to 73 BCE, but the existence of an actual 
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dynasty of this name is not well supported by evidence. A 
“commander” by the name of Pushya-mitra is referred to 
as a “performer of two horse sacrifices” in the Ayédhya in- 
scription of Dhana-deva.* The historicity of Agni-mitra as 
well as of Su-jyeshtha and Vasu-mitra is confirmed by some 
coins bearing their names. Yet the picture that the coins 
of the age paint seems to indicate the existence of several 
localized ruling houses (many of them with names ending 
in mitra) rather than a single supreme dynasty of Shungas.° 
The origin and the meaning of “Shunga’” itself are uncer- 
tain; the commonly accepted meaning is the banyan tree,° 
and it may have been the name of a priestly clan.’ 

The lists of the purdnas® call the founder of the dy- 
nasty, Pushya-mitra, a general (senani, sendpati) and say he 
killed Brihad-ratha, the last of the Maurya rulers. They re- 
late that he was followed on the throne by his son Agni. 
mitra, who was succeeded by Su-jyeshtha and then by Vasu- 
mitra. These latter names also appear in the variant forms 
Vasu-jyeshtha and Su-mitra. Entering the realm of specu- 
lation, (Va)su-jyeshtha may have been a brother or other 
close relative of Agni-mitra who ruled by seniority (jyestha 
in his name means “elder”) before Agni-mitra’s son Vasu- 
mitra, or an elder brother of Vasu-mitra. Only the latter is 
mentioned in “Malavika and Agni-mitra.” 

An interesting feature of these genealogies is that though 
they are quite consistent in giving the number of years each 
Shunga king reigned, the sum of these comes to six or 
eight years longer than the total term of Shunga rule, on 
which the purdnas are again unequivocal.? This ties in well 
with the notion that Pushya-mitra and Agni-mitra might 
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have ruled simultaneously for some time, as depicted in 
“Malavika and Agni-mitra.” In the play Agni-mitra is clearly 
called king (rajan) of Vidisha, yet Pushpa-mitra is just as 
clearly alive and well—though consistently called general 
(sendpati), and never king. There is a possibility that for a 
number of years Pushya-mitra ruled from the former Mau- 
rya capital of Patali-putra in the northeast, and assigned his 
son—as a sort of viceroy—to control the southwest, with 
his seat in Vidisha."° 

It is probably on the basis of such accounts that “The 
Deeds of Harsha” (Harsacarita) of Bana—a loosely bio- 
graphical romance about king Harsha written in the sev- 
enth century, certainly after Kali-dasa’s time—makes a pass- 
ing reference to Pushya-mitra."' The context is advice given 
to Harsha to be careful whom he trusts, justified by a long 
list of people killed by ones they trusted—including Brihad. 
ratha by Pushya-mitra. A detail not found elsewhere is that 
the coup took place under the pretext of a review of the 
troops. The Avantisundari—written by Dandin probably in 
the late seventh century—also makes a cursory reference to 
Pushya-mitra, describing him as a general of brahmin ori- 
gin and a Shunga.’” 

A couple of sentences’? in the Mahabhasya of Patan- 
jalithe “great commentary” to the grammar of Panini— 
utilized to illustrate the use of tenses in Sanskrit has elicited 
conjectures to the effect that Patafjali lived under Pushya- 
mitra and that at their time Greek forces were invading 
the North Indian heartland. ‘The reference to a clash with 
“Greeks” in “Malavika and Agni-mitra” along the banks of 


a river named Sindhu seems to corroborate this, but BHAN- 
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DARE (2006) justly warns against building circular argu- 
ments that rely on “internal support” in the available tex- 
tual evidence whilst the interpretation of a vague text ref- 
erence had been guided in the first place by assumptions 
about another vague reference. In this particular case, he 
points out, there are no rivers named Sindhu. near either 
of the towns said in Patafjali’s work to have been besieged 
by Greeks. Though either or both towns might have been 
wrongly identified, and the name Sindhu might refer to a 
river other than the Indus (such as the river now called Kali 
Sindh, not very far to the west of the town of Vidisha) or 
just mean “a river” in general, the resemblance of the two 
references is certainly too loose to be counted as corrobora- 
tion of evidence. Attempts have been made to identify the 
“Greeks” of the play as an army of Demetrius—who estab- 
lished an Indo-Greek kingdom in the northwest of the sub- 
continent, possibly taking advantage of the political vac- 
uum created there by Pushya-mitra’s deposition of the Mau- 
ryas—or of Menander, a somewhat later Graeco-Bactrian 
ruler who led conquests deep into the territory of India.*4 

Another citation often understood to refer to Pushya- 
mitra’s person comes from the “Lineage of Hari” (Harivam- 
sa), an appendix to the “Maha-bharata” where—again in 
the form of prophecy—it is said that a certain “victorious” 
general (sendni), a brahmin of the Kashyapa clan (gotra), 
will reinstate the horse sacrifice in the kali/yuga, the current 
age of strife,"° and in the play Kali-dasa’s Pushpa-mitra is in 
the midst of carrying out just a sacrifice. The qualification 
“victorious”’® may well be intended as a politically correct 
reference to Pushya-mitra’s dethroning of the Mauryas. It is 
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also a widely accepted notion that Pushya-mitra belonged 
to a brahmin family, though he is normally held to belong 
to the Bharadvaja gotra.'? To complicate the family name 
problem further, in our play Agni-mitra once refers to him- 
self as a Baimbika—a patronymic meaning “a descendent 
of Bimba’ (or “a descendent of Bimbaka”). A form of this 
appellation, Baimbaki, is known from early sources"® as a 
priestly clan name, and this may be taken as corrobora- 
tion that the Shungas were brahmins by origin. The Baim- 
bakis are said to belong to the Kashyapa gotra, to which the 
Harivamsa assigns Pushya-mitra. Two inscriptions of King 
Dama-mitra Baimbika are known from the area slightly to 
the north of Vidisha (BHANDARE 2006), hinting that Baim- 
bika may have been the family name of one of the several 
lines of “Mitra” kings in the region at the time. 

We have a detailed account of Pushya-mitra’s alleged per- 
secution of Buddhists in the “Heavenly Exploits” (Divya- 
vadana),*? a collection of Buddhist narratives about the re- 
ligiously significant deeds of historical or quasi-historical 
persons. Interestingly, this book claims that Pushya-mitra 
belonged to the Maurya dynasty. While it is possible to 
surmise that the general of the Mauryas was related to the 
royal family, it is unlikely that he would have been sixth in 
a direct line of descent from Ashdéka, as the Divyavadana 
claims. The story relates that he once asked his ministers 
how he could ensure that his name lived on forever. They 
suggested that he follow the example of Ashéka, whose 
glory would abide as long as the Buddha's teaching. The 
king asked if they could recommend some other means, 
and, acting on the proposition of his (Hindu) house priest, 
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he proceeded to destroy the heritage of the Buddha. This 
may tie in well with his brahminhood and his revival of 
Hindu rites such as the horse sacrifice, but such atrocities 
are not recorded elsewhere about Pushya-mitra, and archae- 
ological evidence indicates that Buddhist communities and 
monuments flourished in Shunga times. 

It is possible that Pushya-mitra’s successors did not con- 
tinue with his anti-Buddhist policy, and indeed it has been 
proposed (TAWNEY 1875) that a difference in their attitudes 
toward Buddhism might have caused a conflict between 
Pushya-mitra and Agni-mitra, to which the letter in Act v 
of our play (5.154; see also note to 5.154 ad loc) possibly al- 
ludes. The presence of Kaushiki—a renunciate woman who 
is likely to be a Buddhist—as a respected figure in Agni- 
mitra’s court indicates that the Agni-mitra envisioned by 
Kali-dasa was friendly to Buddhism, though we must keep 
in mind that in Kali-dasa’s times Buddhists were probably 
not viewed as dangerous heretics, but as just another sect in 
search of liberation from worldly bondage. 

Fact and fiction are always hard to separate when deal- 
ing with ancient history. Much of what we think we know 
about Pushya-mitra and Agni-mitra is actually based on 
Kali-dasa’s play,?° while much of the rest relies on sources 
Kali-dasa too may have used. Whether he had access to any 
chronicles, accounts or even legends that are now lost (or 
waiting to be rediscovered) is anyone’s guess, but it is im- 
portant to keep in mind that “Malavika and Agni-mitra” is 
a work of fiction: a playful play designed to entertain its au- 
dience. Given Kali-dasa’s freehanded treatment of the quasi- 
historical material he used in his other two plays,” we must 
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exercise caution in relying on him asa source of history. De- 
tails that are not corroborated by studier sources—such as 
the names and number of Agni-mitra’s queens, the existence 
of a half-caste brother of Queen Dharini (employed as an 
army commander by Agni-mitra in the drama), and the ex- 
istence and name of the young Princess Vasu-lakshmi—may 
have been figments of the poet's imagination, or may have 
been supplied in analogy with the politics and circum- 
stances of his own age. 


Kali-dasa and his Times 


Tradition connects Kali-dasa to King Vikramaditya, but 
this epithet—meaning “sun of valor’—has been used by 
multiple kings. The most famous of them is the legendary 
ruler of Ujjayini who lived in the first century BcE (and 
whose victory over the Saka people in 56 BcE became the 
starting point of the Vikrama calendar that remains in use 
in India to the present day). Attempts to prove that Kali. 
dasa lived and worked in his court are unpersuasive, and 
seem to be motivated largely by a feeling that hoary an- 
tiquity is required to enhance a poet's merit.”* Two other 
Vikramadityas, both of the Gupta dynasty, are much more 
likely to have been Kali-dasa’s patron(s): Chandra-gupta II 
(376-415) and his grandson Skanda-gupta (45 5—467).”3 

The period of their reign (and of Kumara-gupta between 
them) is often referred to as a Golden Age, when sciences 
and arts flourished thanks to the peace and relative prosper- 
ity of the Gupta heartland. The political developments of 
this age present some striking parallels with the background 
of “Malavika and Agni-mitra.”** Hans BAKKER has pro- 
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duced an excellent article on the subject, the salient points 
of which we will paraphrase here.*> See the map (p. xliv) 
for assistance in locating the areas and towns referred to. 
In the early fifth century most of northern India was con- 
trolled by the Gupta dynasty. After the death of Chandra. 
gupta II, Kumara-gupta won the succession struggle against 
his elder brother, the heir apparent Govinda-gupta. While 
Kumiara-gupta reigned as emperor (mainly from the ancient 
capital at Patali-putra), the important southwestern fron- 
tier area of Vidisha was controlled by his appointed heir 
Ghatétkacha-gupta, the third—probably much younger— 
son of Chandra-gupta. The region of Malava had been ruled 
by Naga clans (whose emblem was presumably the snake, 
naga), with whom Chandra-gupta forged an alliance by 
marrying a princess of theirs, Kubéra-naga. The other major 
power of the age was the Vakataka dynasty, ruling a large 
territory south of the river Narmada. The two branches 
of this house governed from the cities of Vatsa-gulma and 
Nandi-vardhana, with the river Varada as their boundary. 
A period of peaceful Gupta—Vakataka relations (which 
may well have been the time Kali-dasa was active) brought 
general prosperity after the marriage of Prabhavati-gupta— 
daughter of Chandra-gupta and Kubéra-naga—to the Vaka- 
taka prince (and subsequently king) Rudra-sena II (395-— 
405) of the Nandi-vardhana branch, and especially after the 
premature death of Rudra-sena that resulted in Prabhavati 
ruling as regent over the Vakataka kingdom, remaining on 
good terms with her younger brothers Kumara and Ghatét- 
kacha. Their relations were further cemented by the mar- 
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riage of Prabhavati’s daughter (possibly named Atibhavati) 
to Ghatotkacha. 

Notan exact likeness of the conditions pictured in “Mala- 
vika and Agni-mitra,” but many of the details, though 
shifted and slightly warped, are too similar to be accidental. 
Agni-mitra rules from Vidisha in his father’s lifetime as does 
Ghatétkacha-gupta in his elder brother’s, and marries Mala- 
vika of Vidarbha as Ghatétkacha weds Atibhavati, also from 
Vidarbha and with ancestry in Malava. The senior queen 
Dharini with her snake-ring resembles Ghatdétkacha’s 
mother-in-law (and aunt) Prabhavati who is proud of her 
“snake” (Naga) ancestry and bears the family name Dharana. 
The Vidarbhan brothers Yajfia-sena and Madhava-sena re- 
call the Vakataka rulers of Vidarbha, whose names usu- 
ally end in sena. The Vakatakas rule a kingdom divided in 
two by the Varada river, like the brothers in the play after 
Agni-mitra defeats the rebellious Yajfa-sena, and they may 
have taken different sides in the Gupta succession strug- 
gles—just as Yajfa-sena seems in the play to be a supporter 
of the former Maurya regime while Madhava-sena is quick 
to ally himself with Agni-mitra. 


Behind the Scenes 
Though Sanskrit drama is not known for its depth of 


characterization and the plot of “Malavika and Agni-mitra” 
is fairly simple despite its twists and turns, there is quite 
a lot going on behind the scenes. One thing leads to an- 
other—but precisely how, Kali-dasa does not say. In this 
section we will outline our understanding of the motives of 
the key characters and the events that may have occurred 
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between the acts. If you are reading the play for the first 
time and don’t want to spoil the suspense, we advise you to 
skip this part of the introduction and return to it once you 
have finished with the story. 

Agni-mitra is no epic hero who rides his chariot to bat- 
tle demons: though the political thread in the background 
of the play shows he is rather successful as a statesman, the 
predominant “flavor” (vasa, q.v. note to 1.42) of the play is 
that of love (s‘rigdra), not heroism (virya). The king’s fore- 
most trait is daksinya, “courtesy,” as he himself proclaims in 
4.181 [14]. He controls himself and does his best to respect 
the feelings of all three women in his life, thus effectively 
tying his own hands. 

His eldest queen, Dharini—true to her name, which 
means “earth” and comes from a root meaning “to bear”—is 
the epitome of the Indian wife patiently submitting to the 
will and whims of her husband. Secure in her position as 
first queen and mother of the heir apparent, she is still con- 
cerned enough with proprieties to have second thoughts 
about letting her husband wed a lowly nautch girl. Indeed, 
though she seems to relent gradually and to be on the verge 
of accepting the marriage, her ultimate approval is only 
granted when Malavika is confirmed to be of noble birth. 
Dharini is also a shrewd woman proud of her intellect, 
quick to see through the guiles of both Kaushiki and Gau- 
tama, and equally quick to bristle at their attempts to lead 
her by the nose. 

Iravati is a more ambiguous character, in many respects 
Dharini’s antithesis. Presumably she is young, beautiful and 
sensuous—and she is definitely a woman of temper. Her 
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marriage to Agni-mitra had probably been brought about 
by passion rather than politics, and she is not ready to re- 
lingquish her position as the king’s favorite without a fight. 
Throughout the play it is her status as the king’s lover— 
rather than spouse—that she worries about. When Dharini’s 
sprained foot prevents her from kicking the asoka tree (see 
3.47), Iravati should logically have been assigned the task. 
Yet it is not this transgression of protocol that she resents, 
but the king’s courtship of Malavika. Nor is she a gracious 
loser—though at the end of the play Dharini attempts to 
conciliate her and asks for her consent, she gives it only 
grudgingly and because she has no choice, and does not join 
the jubilation. 

The heroine, Malavika, is a simple creature: a young 
and beautiful girl who accepts her servitude in Agni-mitra’s 
court and the king’s ardent love for her with equal good na- 
ture. What Kali-dasa does not reveal is when and why she 
begins to return his affections. Her feelings are not men- 
tioned in the first act; all we know at this time is that the 
king has seen a picture of her and is interested in seeing her 
in the flesh. One might believe that she falls in love with 
him when they first meet face to face; but we learn from a 
later chance remark of hers (4.135) that at that time she had 
been so anxious she couldn't even get a good look at Agni- 
mitra. Yet early in the third act—definitely no more than a 
few days later—she is revealed to be pining for him. Com- 
mentators insinuate that Malavika is in love already before 
the second act (compare note to 1.16 on the chalita dance as 
a veiled expression of the performer’s own feelings). With- 
out having met him, the only way we can conceive of this is 
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that Malavika had been told before the play's events by her 
brother Madhava-sena that she would be given in marriage 
to Agni-mitra—and, like the dutiful girl she is, proceeded 
consciously to fall in love with her unknown intended. 

One thing that baffles us about her is her name, which 
means “woman of Malava’—a strange thing to call a prin- 
cess born and raised in Vidarbha. The heroines of “The Lady 
of the Jewel Necklace” (Ratndvali) and “The Lady Who 
Shows Her Love” (Priyadarsika)—two later plays whose 
plots are similar to that of “Malavika and Agni-mitra”— 
receive their servant names (Sagarika, “woman of the ocean” 
and Aranyika, “woman of the jungle”) after the circum- 
stances in which they had been found. Malavika had lost 
her company on the way from her homeland to Agni-mitra’s 
palace, and had been found or rescued by Vira-sena some- 
where on the Marches (see 5.103). The region of Malava 
overlaps with the country of Vidisha, so with some stretch 
it might be possible to argue that she was found in Malava 
even though this land is largely to the west and north of 
Vidisha, while Malavika’s native country is to the south and 
east. But this is repudiated by a clear statement in the fifth 
act (5.86) that her name had been Malavika before coming 
to Agni-mitra’s court. Kali-dasa may have nodded, ignoring 
the chronology of cause and effect, or simply chosen a soft- 
sounding name without intending to express a message by 
its meaning; alternatively he may have named his heroine 
in allusion to his own period (see p. xxiii). 

The vidisaka—"jester” in our translation—is a stock fig- 
ure in Sanskrit drama. No English term covers his role ex- 
actly; we prefer to avoid the translation “clown” because 
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his basic nature is different from that of a clown in the 
Shakespearean sense, despite having many traits in com- 
mon. The vidisaka is a grotesque parody of a brahmin, al- 
ways thinking of his belly, lazy and dull or pretending to 
be dull (but never mad or pretending to be mad), and pro- 
viding comic relief by his odd and inconsiderate remarks 
(which, however, hardly ever have a tragic overtone, nor 
contain epiphanic insights). The character of Gautama in 
“Malavika and Agni-mitra” is not quite your run-of-the- 
mill vidésaka: rather than being a mere participant observer 
of events, he takes a most active hand in shaping them to 
suit the interests of his patron the king. He derides himself 
and pretends to be humble and dense, but his cunning earns 
him the epithet “Minister of Amorous Affairs” (4.236). He 
invents scheme after devious scheme to permit the king to 
see, speak with and marry Malavika. 

The mendicant woman Kaushiki is a cultured lady adept 
in several sciences: she offers learned comments on dancing 
(2.40 [8]) and curing snakebite (4.63 [4]), and she is also 
proficient in elegant dressing (5.27). She speaks Sanskrit, 
despite the fact that women in drama—even queens— 
normally use Prakrit, as all other female characters in “Ma- 
lavika and Agni-mitra’ do. Her noble birth is a well-guarded 
secret, yet she is respected by all, including Queen Dharini. 
Her Sanskrit appellation parivrajikad simply means “itiner- 
ant woman, referring to one who has entered the fourth of 
the traditional stages of life, that of homelessness and com- 
plete renunciation. This would be equally possible in the 
Hindu, Buddhist or Jain religion (though orthodox Hin- 


duism does not quite endorse women becoming ascetics). 
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She refers to her retirement from the affairs of the world as 
“donning the russets” (5.122), and russet (kasdya) robes are 
associated with Buddhism. This tilts the balance in favor of 
the assumption that she is a Buddhist, though she is never 
expressly described as such. 

Buddhist nuns also have a reputation in Indian literature 
as reliable go-betweens who help young lovers. Kaushiki 
definitely wants Agni-mitra to notice and subsequently 
marry Malavika, but assured by a prophecy (5.132) that 
this is bound to happen, she is in no particular hurry. As 
an intimate companion of Dharini, she may have had in- 
sight into—and perhaps influence on—the education of 
Malavika as a dancer. We are of the opinion that at the be- 
ginning of the play she does not know she has an ally in 
Gautama, but is quick to catch on when she sees the ar- 
gument of the two dance teachers egged on by the jester. 
Whether Gautama is as quick to realize that Kaushiki is 
his “crony” (pithamardikd, see note to 1.119) rather than 
the queen's, and whether they actively collaborate later on, 
is left in darkness. The circumstances of Dharini’s oppor- 
tune accident (3.47) are certainly suspicious. It is more than 
likely that the jester actually pushed the queen off the swing, 
and it could have been the mendicant woman who then 
subtly steered her toward the idea of sending Malavika to 
kick the tree. 

One of the minor characters deserves some extra atten- 
tion too: Iravati’s cheeky handmaiden Nipunika—*Miss 
Shrewd.” When in Act 111 she leads Iravati to meet the 
king at the swing gazebo, she acts the part of the inno- 
cent bystander surprised to find Agni-mitra dallying with 
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Malavika. But her innocuous questions and remarks grad- 
ually nudge an otherwise rather disinterested Iravati to the 
place where she can see for herself, and to the conclusion 
that Agni-mitra is purposely scorning her. Had Nipunika 
made a direct accusation, she might have been ignored or 
silenced, but now Iravati has no choice but to react to the 
situation to which Nipunika has guided her. When Iravati 
asks her how she knows the king is already at the swing, she 
replies that Gautama, eager for spring gifts, had told her 
(3.104). But Gautama has not left the stage since he per- 
suaded the king to go to the swing—so if Nipunika heard 
anything from him, it must have been earlier, when he was 
only intending to take the king there. We speculate that 
Gautama had known of Malavika’s mission with the tree, 
and was going to treat the king to a “chance” meeting with 
his lover. If so, he may well have alluded to this plan when 
Nipunika weakened him with a plate of sweets, giving her 
an opportunity to interfere. 


Text and Translation 


The work of possibly the most famous of all Sanskrit au- 
thors, “Malavika and Agni-mitra’” has been translated into 
English repeatedly. Before creating yet another rendition, 
we consulted three of the most renowned translations: the 
pioneering work of CHaRLEs HENry Tawney from 1875, 
the translation in the classical student edition by MorEsH- 
WAR RAMCHANDRA KALE (as revised in 1960), and EpwIN 
GeERow’s modern translation published in 1984. TAwNEy 
says his version, based on the editions of PaNpiT and Tar- 
KAVACHASPATI, is intended for “persons beginning the study 
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of Sanskrit literature” and for “Englishmen who have cho- 
sen an Indian career, as throwing a flood of light upon ... 
Hindu society.” His work probably accomplished these ob- 
jectives brilliantly in the late nineteenth century, but for the 
modern reader we feel his translation is slightly too literal 
and somewhat on the archaic side. The same—to a greater 
degree—may be said of Kate’s translation, which has been 
infinitely helpful to generations of young Sanskritists, but 
sacrifices ease of diction for the sake of lexical and syntac- 
tical accuracy. The translation of GERow, based primarily 
on SasTRI’s edition (1929),”° is described by its author as 
a literal translation. While we find it an excellent and en- 
joyable read in itself, we feel that it avails of the translator’s 
license rather freely. We have endeavored to create a trans- 
lation—in keeping with the goal of the Clay Sanskrit Li- 
brary—that is both literal enough to be read side by side 
with the Sanskrit text and to facilitate its direct understand- 
ing, and liberal enough to be enjoyable in English. 


No proper critical edition of “Malavika and Agni-mitra” 
is available as yet, though several editions have been based 
on a collation of multiple sources and include a critical ap- 
paratus of varying precision. The general consensus of edi- 
tors seems to be that there are no distinct recensions of the 
play, but our perception is that variations in the text—some 
of them fairly large-scale—follow a pattern, and this points 
to the existence of at least two regional versions if not dis- 
tinct recensions. Mapping these is a task for the future that 
presupposes the creation of a comprehensive critical edi- 
tion. 
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Before embarking on the translation, we examined some 
samples from several editions of the play to see what vari- 
ants each prefers. On the basis of this scrutiny we selected 
the Sahitya Akademi edition of K.A. SUBRAMANIA IYER 
(1978) as our principal source. We agree with Gerow’’ that 
this edition does not rise to the level of a true critical edi- 
tion, and we must emphasize that it contains an inordinate 
number of misprints. Nevertheless, it does carry a critical 
apparatus that refers to some earlier editions as well as to 
manuscripts from distinct areas of India, and—more im- 
portantly to us—we feel that its choice of readings is well 
considered and convincing. 

We frequently consulted three other editions for variant 
readings, and often adopted some of their text where we felt 
it may have been more original—or, in some unacademic 
sense, better. One of these was M.R. Kate’s student edi- 
tion, possibly the most widely circulated edition of the play. 
Kate's choice of readings and his emendations sometimes 
seem arbitrary, and his limited apparatus does not reveal the 
origin of the variants shown. However, we benefited greatly 
from his ultraliteral translation and from his copious notes: 
even where we disagree with him, the amount of explana- 
tion he gives has helped us formulate our own ideas. An- 
other is the Srirangam edition by V.T. Rancaswamy AIYAN- 
GAR, published in 1908. This is an edition that bears the 
marks of careful consideration, resulting in a text that reads 
well and is internally consistent. It also includes a rudimen- 
tary critical apparatus that shows variant readings without 
providing their sources. In our initial comparison of edi- 
tions this book came barely behind IveEr’s edition, and the 
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only reason it was not chosen as our principal text is that 
some of its readings seem to have been chosen too arbi- 
trarily for our taste. The third edition we used in creating 
our text is that of C. SaNKARA Rama Sasrtri, published in 
Madras in 1929. This too is an early work based on a colla- 
tion of several sources, though again, witnesses for the vari- 
ant readings are not given. A number of other early edi- 
tions—which we looked up for the more dubious or prob- 
lematic passages but have not adopted readings from—are 
listed in the Bibliography under Editions and translations. 

A further edition that should be mentioned here even 
though we have not used it is that of REwAPRasADA Dwi1- 
VEDI, published in 1986 by the Banaras Hindu University 
as part of a Kalidasa granthavali, an edition of the complete 
works of Kali-dasa. This edition is apparently based on care- 
ful research and comes with a detailed critical apparatus, de- 
spite the rather small number of sources (manuscripts and 
editions) collated. The choice of preferred readings in this 
edition is so unlike the other editions we consulted that 
comparison with it would have turned this work of ours 
into an unwieldy volume consisting largely of text-critical 
notes. 

The detailed fourteenth-century commentary of Kataya- 
vema—as printed in Ka.e’s edition—has often helped us 
with the text and provides many interesting citations rele- 
vant to parts of the play. ArvANGar’s edition also contains 
selections from Katayavema (in a slightly different version 
than Ka.e’s), as well as another commentary by Nilakantha, 
composed in the eighteenth century. We have frequently 
referred to both of these commentaries, and, where pos- 
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sible, we have noted their readings among our variants. 
We have occasionally referred to the detailed modern com- 
mentary called the Sararthadipika by Sahrdayatilaka Rama 
Pisharody,”® published in Sastrr’s edition. 

We have noted the variant readings available in our edi- 
tions at every locus where we have deviated from the text 
of IvyEerR’s edition (apart from the minor changes described 
below), as well as in a number of places where we opted to 
retain lyEr’s reading but feel that the variants are notewor- 
thy. When recording the alternative readings provided as 
variants in the editions we referred to, we have not retained 
the information (if any) they give about the sources of those 
variants. The edition of AIyYANGaR provides no Prakrit vari- 
ants (giving instead variant readings for the chaya, the San- 
skrit translation of a Prakrit passage), so when reproducing 
Prakrit alternative readings from this edition, we have taken 
the liberty of retranslating those to Prakrit as best we could. 

In Iver’s text we have corrected obvious misprints”? and 
typographical errors without recording these as variants. 
We have also standardized the spelling of Prakrit passages 
to some extent?° without recording this as our emenda- 
tion, and changed IveEr’s chdya wherever it diverged from 
his Prakrit text, so that the chayda in this volume mirrors 
the Prakrit as accurately as possible. Furthermore, we have 
standardized the use of sandhi in stage directions.3" 
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Abbreviations 
Ka  Katayavema 
Ni —— Nilakantha 
NS = Natyasastra 
MW “A Sanskrit-English Dictionary” by MONIER-WILLIAMS (1899) 


The “Practical Sanskrit-English Dictionary” of APTE (1957-59) 


Notes 


WARDER (1990: 126): “Kalidasa’s most admired work is the Me- 
ghasandesa, followed in popularity by the Kumdrasambhava ..., 
Abhijnanasakuntala, Raghuvamsa, Vikramorvasiya and Malavikag- 
nimitra ... It might be a reasonable conjecture that this is the re- 
verse of the order in which the kévyas were written, the poet’s art 
gradually maturing...” 


E.g. KEITH (1992: 147): “The great merits of the poet are far less 
clearly exhibited here than in his other plays;” see also WARDER 
in the previous note. 


The Abhijnanasakuntala calls itself “a new play” twice over (kali- 
dasagrathitavastuna navena natakenopasthatavyam and apuruvam 
nadaam), and the Vikramorvasiya professes to be “a play that has 
never been performed” (apirvam natakam). 
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The commissioner of the inscription describes himself as “the 
sixth of Pushya-mitra’—perhaps sixth in descent from him, 
though not necessarily in a direct line. 


For example the coins of Su-jyeshtha and Vasu- mitra are typolog- 
ically so distinct that they may have belonged to separate dynas- 
ties. Coins bearing the name of Agni-mitra (possibly two distinct 
Agni-mitras) do not hail from Vidisha (where most coins issued 
by rulers who can be matched to the list of Shunga kings in the 
puranas seem to originate) but from further north and east. See 
BHANDARE (2006) for a detailed discussion. 


See also Introduction, note 16. 


Panini (Astadhydyi 4.1.117: vikarnasungacchagalad vatsabharad- 
vajatrisu) connects the Shungas with the brahmin family of the 
Bharadvajas; teachers with names implying descent from a per- 
son called Shunga appear in the Brhadaranyaka Upanisad and the 
Vamsa Brahmana; the Shungas are known as teachers in the As- 
valayana Srautasitra. See RAYCHAUDHURI (1923: 197) for details. 


See, for example, the Brahmandapurana (2.74.1 49ff.): ity ete nava 
maurya vai bhoksyanti ca vasumdharam / saptatrimsacchatam pur- 
nam tebhyah sungo gamisyati / pusyamitras tu senanir uddhrtya 
sa brhadratham / karayisyati vai rajyam sattrimsati sama nrpah 
/ agnimitrah sutas castau bhavisyati sama nrpah / bhavita capi 
sujyesthah sapta varsani vai tatah / vasumitras tato bhavyo dasa 
varsani parthivah...; or Visnupurana (4.24.31ff.): tasyanu brhad- 
rathandma bhavita. evam ete maurya dasa bhipatayo bhavisyanti 
abdasatam saptatrimsaduttaram. tesim ante prthivim dasa sunga 
bhoksyanti. pusyamitrah senapatih svaminam hatva rajyam karisyati. 
tasyatmajo ‘gnimitrah. tasmat sujyesthas tato vasumitras... Accord- 
ing to BHANDARE (2006) the Matsya, Vayuand Bhavisya puranas 
also contain relevant information. 


Following Lassen, as quoted by TawNey (1875: x—xi). 


BHANDARE (2006) says the purdnas name the city of Vidisha as 
the capital of the Shungas. 
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In ucchvasa 6: prajnadurbalam ca baladarsanavyapadesadarsitase- 
sasainyah senanir anaryo mauryam brhadratham pipesa pusyamitrah 
svaminam. Incidentally, a few lines earlier in the same chapter 
Su-mitra, son of Agni-mitra, is said to have met his end because 
of his excessive fondness of dancing. A certain Mitra-deva pur- 
portedly joined a troop of dancers or actors and cut off the head 
of the unwary Su-mitra (atidayitalasyasya ca sailisamadhyam adh- 
yasya murdhanam asilataya mrnalam ivalunad agnimitratmajasya 
sumitrasya mitradevah). Though this is moving far from history 
into the realm of capricious conjecture, it is quite easy to imagine 
the adolescent Su-mitra (Vasu-mitra in our play) returning home 
after his first martial achievement to find his father married to a 
ravishing danseuse barely older than the prince, and soon becom- 
ing an ardent dance aficionado himself. 


Avantisundari (p. 184): pusyamitro nama sungas tasyaiva senapatir 
brahmanayano. 


The sentences are iha pusyamitram yajayamah, “we are performing 
a sacrifice here for Pushya-mitra” (3.2.123.1), and the pair arunad 
yavanah saketam, “the Greek has besieged Sakéta,” and arunad 
yavano madhyamikam, “the Greek has besieged Madhyamika” 
(3.2.111.2). See CARDONA (1997: 263ff.) for a summary of the 
debate about using these sentences for dating Patdfijali. 


See e.g. RAYCHAUDHURI (1923: 204ff.) for a discussion. 


Harivamsa 115.40: audbhido bhavita kas cit senanih kasyapo dvijah 
/ asvamedham kaliyuge punah pratyaharisyati. 


The literal meaning (MW s. v.) of audbhida is “springing forth,” 
and an established secondary meaning is “forcing one’s way to- 
wards an aim, victorious.” The word, and especially its variant 
audbhijja, also has connotations of the vegetable kingdom (the 
prefixed verb udvVbhid refers to the growth of plant shoots). A 
highly conjectural alternative interpretation would be that it is an 
allusion to the name Shunga in this Harivamsa passage, as Surga 
(possibly related to sriga, “horn”) might mean a shoot or leaf- 
bud of the banyan tree rather than the tree in general. 
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See Introduction, note 7. 
See GHOSH (1937) for a discussion. 


Story 29, A‘okavadana (Divyavadana: p. 433ff.). The Divyavadina 
was composed rather late (probably in the eighth century ce), but 
many of its stories, including this one, may well have originated 
far earlier, possibly around the beginning of the Common Era. 


RaYCHAUDHURI (1923: 198), for example, sketches a complete 
scenario according to which during the reign of Brihad-ratha 
there were two factions in the Maurya empire, one headed by 
the king’s minister and the other by his general. The minister's 
partisan Yajfia-sena was appointed governor of Vidarbha, while 
the general’s son Agni-mitra got the viceroyalty of Vidisha. When 
Pushya-mitra accomplished his coup, he imprisoned the minister 
(see 1.64 [7] and note to 1.64); simultaneously, Yajfia-sena de- 
clared his independence in Vidarbha—and the stage is hereby set 
for “Malavika and Agni-mitra.” 


The plot of the Abhijnanasakuntala is based on a story from the 
Mahabharata also found in the purdnas; the core of the Vikramor- 
vasiya is recorded as early as the Rgveda (10.95) and elaborated by 
numerous subsequent texts, including the Satapatha Brahmana 
and the Mahabharata. Admittedly the heroes of these stories are 
closer to the mythical end of the reality continuum, but we can- 
not be sure if Kali-dasa (or his audience) imagined Agni-mitra 
and his contemporaries as belonging to a much more recent or 
much more tangible past than the figures of the epics and leg- 
ends. Dushyanta in the Abhijndnasakuntala and Puru-ravas in the 
Vikramorvasiya are both believed to have been ancestors of ruling 
houses. 


Another view held by some authors—beginning with the com- 
mentator Kataya-vema—is that Kali-dasa’s king was none other 
then Agni-mitra. The main argument for this is the mention of 
the king by name in the actors’ benediction at the very end of the 
play (5.208 [20]). 
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See e.g. WARDER(1990: 122-23) for a summary of the arguments 
for assigning Kali-dasa to the Gupta period, or Kerr (1992: 
143—47) and Mrrasui & NAVLEKAR (1969: I-35) for an overview 
of the various proposed dates of Kali-dasa and the arguments for 
and against them. 


As noted by WARDER (1990: 129): “... the presentation of the 
new Gupta—Vakataka politics of marriage alliances and vassal 
kingdoms ... in the guise of ancient history.” 


Refer to BAKKER (2006) for details. 


The other editions GERow consulted for his translation are one 
published in 1950 in Bombay by N.R. AcHarya, and another by 
FE. BotLensen, published in Leipzig in 1879. He dismisses IvEr’s 
edition as “less reliable than its predecessors and ... not truly crit- 


ical.” 
In STOLER MILLER (1999: 368). 


The author of the commentary is named Sahrdayatilaka Ramasa- 
raka on the Sanskrit title page of the volume. 


Apart from the frequent substitution of similar-looking Devana- 
gari letters (such as ta for tha or ma for bha), our chief rule of 
thumb was to classify a reading as an “obvious misprint” if it is 
unintelligible, is not attested in any of our other sources and IYER 
himself provides no variant information about it. 


We have changed Prakrit final m to anusvara throughout, used 
the conjuncts 74 and mh consistently instead of 4n and 4m, and 
shortened long vowels wherever they are followed by double or 
conjunct consonants. 


We have consistently applied vowel sandhi in the stage directions 
except where we feel that a hiatus is called for, but we have re- 
tained the apparently universally attested final e of sarve and ubhe 
followed by 7 or u. We have used m instead of final anusvara at the 
end of all stage directions including those not ending in a danda. 
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Map showing the Shunga empire, and territories under Gupta and 


Vakataka dominion in Kali-dasa’s 


time. See p. xxiii for a discussion. 
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CAST OF CHARACTERS 


Cast of Characters 


This is a spoiler-free description of the characters appearing in the 
play. See the Glossary of Names and Terms (pp. 285ff.) for more details 
and for persons not listed here. 


- ¢, = pie 


Attendants (parijanah) 
Bakulavalika (Bakulava- 


Lika, ceti) 
Chamberlain (kavcuki) 


Two court bards 
(vaitalikau) 

Director (stitradharah) 
Gana-dasa (Ganadasah) 
Hara-datta (Haradattah) 


Iravati ([ravati) 


Jaya-sena (Jayasend, 
pratihari) 


Jester (vidisakah) 


in the introductory scene. 


Queen Dharini’s and King Agni-mitra’s 


retinue. 


Queen Dharini’s maid and Malavika’s friend. 


A high-ranking servant at the court of King 
Agni-mitra, an elderly gentleman in charge 
of the palace and the harem. His name is 


Maudgilya. 
Panegyrists of King Agni-mitra. 


The head of the troupe of actors, appearing 
in the introductory scene. 


A teacher of dance and acting patronized by 
Queen Dharini, in rivalry with Hara-datta. 


A teacher of dance and acting patronized by 
King Agni-mitra, in rivalry with Gana-dasa. 
King Agni-mitra’s junior queen, subordinate 
to Queen Dhiarini. She is young, beautiful 
and jealous of her position. 


A female official of the harem subordinate 

to the chamberlain. She runs errands, an- 
nounces visitors and ceremoniously leads 
royalty around the palace. 

The personal companion and friend of King 
Agni-mitra. A comical figure, but not exactly 
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CAS 


Jyétsnika (Jyotsnika) 
(prathama) 


Kaumudika (Kaumudika) 
Kaushiki (Kausiki) 
(parivrajika) 


King (raja) 


Madhu-karika (Madhu- 
karika, udyana|palika) 
Malavika (Malavika) 


Minister (amdatyah) 
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a jester in the Western sense: he is a brahmin 
by birth but performs no priestly function 
and speaks Prakrit. Timid and gluttonous, 
he has a ready wit, which he employs in the 
service of the king’s amorous affairs. His 
name is Gautama. 


One of a pair of slave girls skilled in music, 
sent as a present to King Agni-mitra from 


the country of Vidarbha. 
One of the maids in the palace. 


A mendicant woman staying in the palace 
palace, respected by Queen Dharini and 
sympathizing with Malavika and King Agni- 
mitra. 

agni-mitra, the king of Vidisha and hero of 
the play. Past his prime, he is apparently 
quite effective as a ruler, but not quite lord 
of his own home. His chief wife is Queen 
Dharini and his second wife is Iravati. He is 
presently on the lookout for a young and 
pretty new woman, and when he sets eye on 
Malavika, the plot of the play begins. How- 
ever, he must proceed with extreme care so 
as to spare the feelings of his two queens. 


A serving woman in charge of the palace 
gardens. 


A maid in Queen Dharini’s retinue, recently 
sent to the palace by the commander of a 
borderland fort. She studies dance under 
Gana-dasa and is hopelessly in love with 
King Agni-mitra. Her cause is fostered by 
her friend Bakuldvalika and by the mendi- 
cant woman Kaushiki. 

Minister or chief secretary of King Agni- 

mitra. His name is Vahatava. 


CAST OF CHARACTERS 


Nagarika (Nagarika) A maid in the service of Queen Dharini. 

(ceti) 

Nipunika (Nipunika) _Iravati’s maid and companion, a shrewd and 
meddlesome young woman. 


Queen (devi) Dharini, King Agni-mitra’s first wife and 
mother of the adolescent heir apparent. A 
proud and practical woman no longer in the 
bloom of her youth, her chief interest is in 
preserving proprieties and maintaining 


harmony in the palace. 
Rajanika (Rajanika) One of a pair of slave girls skilled in music, 
(dvitiya) sent as a present to King Agni-mitra from 
the country of Vidarbha. 
Samahitika (Samahitikd) A maid serving Kaushiki. 
(paricarika) 


Sarasaka (Sdrasakah) A hunchback footman in the service of 
Queen Dhiarini. 
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MALAVIKA AND 
AGNI-MITRA 


INTRODUCTORY SCENE 


1.1 H* |AISVARYE STHITO ’pi pranata|bahu|phale 
yah svayam krttilvasah; 
kanta|sammisra|deho ’py alvisaya|manasam 
yah parastad yatinam; 
astabhir yasya krtsnam jagad api tanubhir 
bibhrato n’ 4bhimanah: 
san|marg |alokanaya vyapanayatu sa vas 
tamasim vrttim Isah. [1] 


(nandy/ante) 


SUTRADHARAH (nepathy/abhimukham avalokya): miatrisa, itas 
tavat! 


(pravisya) 
1.5 PARIPARSVIKAH: bhava, ayam asmi. 


SUTRADHARAH: abhihito ’smi parisada, «Kalidasa|grathita| 
vastu Malavik”|Agnimitram nama natakam asmin va- 
sant |6tsave prayoktavyam» iti. tad arabhyatam samgi- 
takam! 


PARIPARSVIKAH: mi tavat! prathitalyasasam Bhasa|Saumilla| 
Kaviputr |adinam prabandhan atikramya vartamana|ka- 
veh Kalidasasya kriyayam katham bahu|manah? 

SUTRADHARAH: ayi, viveka|vigrantam abhihitam! pasya: 

puranam ity eva na sadhu sarvam, 
nac Api kavyam navam ity alvadyam. 
santah pariksy’ 4nyatarad bhajante— 
miudhah para|pratyaya|neya|buddhih. [2] 


kK” THE SOLE sovereign heaping rewards on the 1.1 
humble—yet wearing but a raw hide;* 
body merged with his beloved* 
—yet surpassing withdrawn-minded ascetics; 
supporting no less than the entire world with his 
eight bodies*—yet without conceit: 
may this Lord* dispel the darkness of your ways 
so you may behold the path of the virtuous. 


At the end of the benediction enter the DIRECTOR. * 

DIRECTOR (looking toward the back-stage*). Over here, mate! 
Enter the ASSISTANT. 

ASSISTANT: Here I am, sir. 1.5 


DIRECTOR: Our audience has told me to stage the play 
“Malavika and Agni-mitra,” whose plot was woven by 
Kali-dasa, for this present spring festival. So bring on the 


song and dance! 


ASSISTANT: Hang on! How come they have such high re- 
gard for the work of this contemporary poet,* this Kali- 
dasa, and spurn the oeuvres of widely-famed Bhasa,* 
Saumilla,* Kavi-putra,* et cetera? 


DIRECTOR: Hah! You make noises but your good sense is 
asleep! Consider: 


All that is old does not glitter, 
nor does novelty make a play detestable. 
Gentlemen assay both, then pick one— 


the thoughts of dimwits go with the herd. 


MALAVIKA AND AGNI-MITRA 


1.10 PARIPARSVIKAH: arya|misrah pramanam. 
SUTRADHARAH: tena hi tvaratam bhavan! 


Sirasa prathama|grhitam 

ajham icchami parisadah kartum, 
devya iva Dharinyah 

seva|daksah parijano ’yam. [3] 


iti niskrantau. 


prastavana. 


INTRODUCTORY SCENE 


ASSISTANT: Their lordships know best. 


DIRECTOR: Then hurry up, good man! 


I’ve humbly accepted the audience's bidding. 


So now I’m eager to fulfill it, 
as these nimbly serving maids 
wish to carry out Queen Dharini’s orders. 


Exeunt. 


End of the introductory scene. 


PRELUDE TO ACT ONE 


1.15 


I.20 


1.25 


tatah pravisati CETI. 


= Ts . = ee ° oe A 
CETI: anatta mhi devie Dharinie «alira|ppaiitt’|6vadesam 
chaliam nama nattaam antarena kirisi Malavia?» tti natt’| 
aariam ajja|Ganadasam pucchidum. ta java samgida| 
salam gacchamhi., 
iti parikramati. 
tatah pravisaty abharanafhasta DVITIYA CETI. 
= oo se -\ J = P . 
PRATHAMA (DVITIYAM drstvd): hala Komudie, kudo de iam 


dhirada, jam samivena vi adikkamanti ido ditthim na 
desi?, 


DviTivA: ‘amho, Baiilavalia! sahi, idam devie sippilsaasado 
anidam naga|mudda|sanaham anguliaam siniddham 
nijjhaanti tuha uvalambhe padida mhi., 


- = . a oe . . oer ee ee 
BAKULAVALIKA (Vilokya): thane khu sajjadi ditthi! imina 
anguliaena ubbhinna|kirana|kesarena kusumido via de 


aggalhattho padibhadi. 
KAUMUDIKA: hala, kahim patthida si?, 


— - iF 2 Sep ce ee zs 
BAKULAVALIKA: deviet vaanena natt|aariam ajja|Ganadasam 
pucchidum, «uvadesal|ggahane kirisit Malavia?» tti., 


as oh et cote ee “‘—LeJ- + JY: es 
KAUMUDIKA: sahi, irisena vavarena a|samnihida vi dittha 
kila sa bhattina., 


— a) Me : = . . 
BAKULAVALIKA: 4m. so jano devie passa|gado citte dittho., 


Io 


Enter the maid BAKULAVALIKA. 


BAKULAVALIKA: Her Majesty Dharini has commanded me 
to ask Mister Gana-dasa the dance teacher about Mala- 
vika’s progress in the chdlita dance,* which he’s recently 
started teaching her. So I’m off to the concert hall. 


She walks about. 
Enter another maid, KAUMUDIKA, carrying a piece of jewelry. 


BAKULAVALIKA (seeing KAUMUDIKA): Kaumudika dear, what 
makes you so preoccupied that you don’t even look my 
way when you trot right past? 


KAUMUDIKA: Why, it’s Bakulavalika! Friend, the reason I 
deserve your rebuke is that I was admiring this ring of 
the queen's with a snake seal,* which I’m just bringing 
from the goldsmith. 


BAKULAVALIKA (studying the ring): No wonder it attracts 
your eyes! The rays bursting from this ring make your 
hand look like a flower with so many filaments. 


KAUMUDIKA: Where were you going, my dear? 


BAKULAVALIKA: The queen said to ask Mister Gana-dasa the 
dance teacher about Malavika’s progress in learning. 


KAUMUDIKA: My friend, I hear the lord’s caught a glimpse 
of her, though she’s been kept so busy dancing all the 


time. 


BAKULAVALIKA: Indeed. He saw her attending on the queen 
—in a picture. 


II 


1.15 


1.20 


1.25 


1.30 


1.39 


MALAVIKA AND AGNI:-MITRA 
=, Ty . 
KAUMUDIKA: kaham via?, 


pa = ir -I[-: . = - a 
BAKULAVALIKA: sunahi. citta|salam gada devi paccagga | 
vanna|raam citta|leham 4ariassa oloanti citthadi. tassim 
antare bhatta uvatthido., 


= r 
KAUMUDIKA: tado tado?, 


= os FE = A = : 
BAKULAVALIKA: uvaar’|4n|andaram ekk’|asan|ovavitthena 
bhattina citta|gadae devie pariana|majjha|gadam Aasannal| 


dariam pekkhia devi pucchida—, 
eS er F 
KAUMUDIKA: kim ti?, 


2 = Se Swe = - -|]°1*+J-1- 
BAKULAVALIKA: «a/puvva iam daria tuha asanna alihida kim| 
nama|hea?>» tti, 


ie ie -|.° 4° . = . 
KAUMUDIKA: nam 4kidi|visese 4aro padam karodi. tado 
tado?, 


BAKULAVALIKA: tado avahiria|vaano bhatta sankido devim 
puno vi anubandhidum paiitto. java devi na kahedi, 
dava kumarie Vasulacchie acakkhidam: «dutta, esa Mala- 
via» ttl. 


eh le ° = = 
KAUMUDIKA: sarisam khu bala|bhavassa! tado varam ka- 


hehi., 


= - W. - <e : 
BAKULAVALIKA: kim annam? sampadam Malavia sa|visesam 


bhattino damsana|pahado rakkhiadi. 


- 4 = . . 
KAUMUDIKA: hala, anucittha attano nioam. aham vi edam 
anguliaam devie uvanaissam.., 


12 


PRELUDE TO ACT ONE 


KAUMUDIKA: How’s that? 


BAKULAVALIKA: Listen. Here’s the queen standing in the 
picture gallery, looking at this picture that’s still vibrant 
with fresh paint. Meanwhile, here comes the king. 


KAUMUDIKA: Then what? 


BAKULAVALIKA: As soon as he’s got over the courtesies and 
sat down sharing a seat with her, the king spots this girl 
among all the servants attending the queen in the pic- 
ture, and asks— 


KAUMUDIKA: Asks what? 


BAKULAVALIKA: “What's the name of this new: gorgeous 
lass painted next to you?” 


KAUMUDIKA: Outstanding looks just draw attention, don't 
they? Then what? 


BAKULAVALIKA: Then the queen ignores what the king says, 
and he gets suspicious and starts nagging her again. The 
queen says nothing, but Princess Vasu-lakshmi blurts 
out, “Papa,* it’s Malavika.” 


KAUMUDIKA: Just what a child would do! So tell me, what 
next? 


BAKULAVALIKA: What else? They're now making a special 
effort to keep Malavika out of the king’s sight. 


KAUMUDIKA: You go on with your duty, my dear. And I'd 
better go and take this ring to the queen. 
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1.30 


MALAVIKA AND AGNI-MITRA 
iti niskranta. 
= = . r i Psi oe 
BAKULAVALIKA (parikramy, dvalokya): eso natt|aario ajja| 


Ganadaso samgida|salado nikkamadi. java se attanam 
damsemi., 


iti parikramati. 
1.40 (pravisya) 


GANADASAH: kamam khalu sarvasy 4pi kula|vidya bahu ma- 
ta. na punar asmakam natyam prati mithya|gauravam. 


kutah? 


devanam idam amananti munayah 
kantam kratum caksusam. 
Rudren’ édam Umaj|krta|vyatikare 
sv [ange vibhaktam dvidha. 
traiguny |6dbhavam atra loka|caritam 
nana|rasam dréyate. 
natyam bhinnalrucer janasya bahudh” apy 
ekam samaradhanam. [4] 


a - roe a 
BAKULAVALIKA (upetya): ajja, vandami., 
GANADASAH: bhadre, ciram jiva. 


- ~- Fo. = ° . 
1.45 BAKULAVALIKA: ajja, devi pucchadi: «avi uvadesa|ggahane 
n’ Adikilisedi vo sissa Malavia?» tti., 


GANADASAH: bhadre, vijhapyatam devi: «parama|nipuna 
medhavini ca» iti. kim bahuna? 


14 


PRELUDE TO ACT ONE 


Exit KAUMUDIKA. 


BAKULAVALIKA (walking about, looking): Here's Mister Gana- 
dasa the dance teacher, just coming out of the concert 
hall. Pil just let him notice me. 


She walks about. 
Enter GANA-DASA. 1.40 


GANa-pDasa: All right, everyone thinks highly of his family 
trade. But my respect for dance is not in vain. Why? 


Sages declare it to be the gods’ favorite 
visual sacrifice. 

Rudra divided it into two parts* in his own body 
that is mingled with Uma.* 

It encompasses the various sentiments* of the ways 
of people, motivated by the three qualities.* 

Though the appetites of people are manifold, 


dance is their one common satisfaction. 
BAKULAVALIKA (approaching him): Greetings, mister. 
GANA-DASA: Long may you live, good girl. 


BAKULAVALIKA: Mister, Her Majesty enquires if your pupil 1.45 
Malavika is not too troublesome to teach. 


GANA-DASA: Inform Her Majesty that she is most adroit and 
intelligent. What else to say? 
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MALAVIKA AND AGNI-MITRA 


yad yat prayoga|visaye 
bhavikam upadisyate maya tasyai, 
tat tad visesa|karanat 


pratyupadisat’ iva me bala. [5] 


= ‘= = Ty. . . < . 
BAKULAVALIKA (dtma/gatam): adikkamantim via Iravadim 
ae -/ y. <- Yous . = « . 
pekkhami., (prakasam) kid’|attha danim vo sissa, jassim 
gurulano evvam tussadi., 


GANADASAH: bhadre, tad|vidhanam a|su|labhatvat prccha- 
mi: kuto devy4s tat patram anitam? 


1.50 BAKULAVALIKA: ‘atthi devie vann’|A4varo bhada Viraseno 
nama. so bhattina Nammadaltire anta|vala|dugge thavi- 
do. tena «sipp’|ahiare jogga iam daria» tti bhainie uvaa- 
nam pesida., 


GANADASAH (sva/gatam): akrtilvinayat|pratyayad enam an| 
ana|vastukam sambhavayami. (prakdsam) bhadre, may” 
Api yasasvina bhavitavyam. yatah: 


patra|visese nyastam 
gun |antaram vrajati silpam adhatuh, 
jalam iva samudra|suktau 
muktaphalatam payodasya. [6] 


a Sey Ue ° . - 
BAKULAVALIKA: aha kahim vo sissa?, 


GANADASAH: idanim eva pafic’|4ng’|4bhinayam upadisya 
maya «vigramyatam» ity abhihita dirghik” | 4valokana| 
gavaksa|gata pravatam asevamana tisthati. 
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PRELUDE TO ACT ONE 


Whatever emotional expression 
I teach the girl to perform, 

she teaches it to me in turn, as it were, 
by doing it so excellently. 


BAKULAVALIKA (to herself): I guess she surpasses Iravati.* 
(aloud) \f her teacher is so satisfied with her, then your 
pupil has achieved all she can. 


GANA:DASA: I only ask because a girl like that is a rare find: 
where did Her Majesty get such good material? 


BAKULAVALIKA: Her Majesty has a baseborn brother™ called 
Vira-sena. His Majesty had placed him in command of 
a borderland fort on the bank of the Narmada.* He sent 
Malavika as a present to his sister, saying “this girl is fit 
for an education in the arts.” 


GANA:DASA (to himself): Her comeliness and decorum lead 
me to believe she is of no inferior stock. (aloud) I too 
shall become famous. Look: 


When planted in the right receptacle, 
the art of a preceptor attains greater virtue, 
just as the water of a cloud becomes a pearl 
when dropped in an oyster™ of the seas. 


BAKULAVALIKA: Where is your pupil now? 


GANA-DASA: I’ve just finished a class in the art of fivefold 
acting,* and told her to rest a while. She's now enjoying 
the breeze at the window overlooking the pond. 


AT: 


1.50 


MALAVIKA AND AGNI-MITRA 
= anf . a ee e- oe 
1.55 BAKULAVALIKA: tena hi anujanadu mam ajjo. java se ajjassa 
paritosa|nivedanena ussaham vaddhemi., 


GANADASAH: drsyatam sakhi. aham api labdha|ksanah sva| 
grham gacchami. 


iti niskrantau. 


misra/viskambhakah. 
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PRELUDE TO ACT ONE 
BAKULAVALIKA: Then if you'll give me leave, mister, ll just 1.55 
go and cheer her by telling her how satisfied you are. 


GANA:DASA: Do go and see your friend. As for me, I’ll go to 
my quarters now that I’ve got a moment to myself. 


Exeunt. 


End of the prelude. 
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ACT ONE 


tatah pravisaty ek/anta/stha/PARIJANO MANTRINA lekha/hasten’ 
anvasyamano RAJA. 


1.60 RAJA (anuvacita/lekham AMATYAM avalokya): Vahatava,t kim 
pratipadyate Vaidarbhah? 

AMATYAH: deva, atma|vinasam. 

RAJA: nidegam idanim srotum icchami! 

AMATYAH: idam idanim anena pratilikhitam: «pijyen’ 4ham 
adistah, <pitrvya|putro bhavatah, kumaro Madhavase- 
nah, pratigruta|lsambandho mam’ 6pantikam upasarpann 
antara tvadiyen’ anta|palen’ 4vaskandya egrhitah. sa tvaya 
mad|apeksaya sa|kalatra|sodaryo moktavyah iti. tan 
na vo na viditamf yat tuly’|4bhijanesu bhimi|haresut 
rajfiam pravrttir idrk.f ato tra madhya|sthah pijyo bha- 
vitum arhati. sodarya punar asya grahana|viplave vina- 
sta. tad|anvesanaya prayatisye. atha avasyam eva Ma- 
dhavaseno maya ptijyena mocayitavyah, sriyatam abhi- 


samdhih. 


Maurya|sacivam vimufcati 

yadi pijyah samyatam mama Syalam, 
mokta Madhavasenam 

tato *ham api bandhanat sadyah.» [7] 


1.65 RAJA (sa/rosam): katham? karya|vinimayena mayi vyavaha- 
raty an|atmajfiah? Vahatava, prakrty|amitrah pratikila| 
kari ca me Vaidarbhah. tad yatavya|pakse sthitasya purva| 
sankalpitalsamunmilanaya Virasena|pramukham danda| 
cakram ajhapaya. 
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Enter the KING, attended by a MINISTER with a letter in hand, 
with his RETINUE standing apart. 


KING (looking at the MINISTER, who has finished reading the 1.60 
letter): Vahatava,* what does the Vaidarbha* propose? 


MINISTER: His own destruction, sire. 
KING: It’s his message I want to hear! 


MINISTER: Here is his present reply: “Your worship has in- 
structed me, “Your grace’s paternal cousin, Prince Ma- 
dhava-sena, who had promised to ally himself with me, 
was set upon and captured by your border force while 
on his way to me. Out of respect to me, you must release 
him along with his spouse and sister.’ But surely you are 
aware that this is how kings behave toward rivals in in- 
heritance who are of equal birth. Therefore your wor- 
ship should please to remain neutral in this matter. As 
for his sister, she was lost in the confusion of the cap- 
ture. I shall make an effort to locate her. Now if your 
worship insists on me setting Madhava-sena free, kindly 
hear my terms. 


If your worship releases my confined brother-in-law 
the Maurya minister, * 

then I too shall immediately release 
Madhava-sena from bondage.” 


KING (furiously): What? This pretentious fool proposes to 1.65 
barter services with me? Vahatava, the Vaidarbha is my 
natural enemy and now he actually provokes me.* He is 
ripe for an attack,* so order the strike force under Vira- 
senas command to extirpate him as we had planned. 


23 


1.70 


I.7§ 


MALAVIKA AND AGNI-MITRA 
AMATYAH: yad ajhapayati devah. 
RAJA: atha va kim bhavan manyate? 
AMATYAH: Sastra|drstam aha devah. kutah: 


alcir |adhisthita|rajyah 

gatruh prakrtisv ajridha|milatvat, 
nava|samropanaj|sithilas 

tarur iva, sulkarah samuddhartum. [8] 


RAJA: tena hy alvitatham tantra|kara|vacanam! idam eva 
nimittam adaya samudyojyatam sena|patih. 


AMATYAH: tatha. 


iti niskrantah. PARIJANAS ca yatha/vyapdram RAJANAM abhi- 
tah sthitah. 


(pravisya) 


- rT. . = - ° 

VIDUSAKAH: 4Anatto mhi tatta|hoda ranna, «Godama, cin- 
tehi dava uvaam, jaha me jadicchaldittha|padikidi Mala- 
via paccakkha|damsana hodi» tti. mae vi tam taha ki- 
dam. java se nivedemi., 

iti parikramati. 

RAJA (VIDUSAKAM @rstvd): ayam aparah kary’|antara|sacivo 


’sman upasthitah. 
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ACT ONE 
MINISTER: As Your Majesty commands. 
KING: Or do you think differently? 


MINISTER: Your Majesty speaks as endorsed by the shastras. 
For: 


An enemy recently established in his kingdom, 
not yet firmly rooted in his subjects, 

is as easily toppled as a newly planted, 
still-tender tree.* 


KING: Well, we can’t let the author’s words prove untrue! 
Let the general deploy the army with this matter as the 
casus belli. 


MINISTER: As you say. 


Exit the MINISTER. The RETINUE remain, each attending the 
KING 4s fits his function. 


Enter the JESTER. 


JESTER: His Majesty the king has commanded me, “Gau- 
tama, why don't you think up some way for me to have 
an actual look at this Malavika, whose picture I’ve seen 
by chance?” I, in turn, have done as he asked. So now 
Pli go and report to him. 


He walks about. 


KING (seeing the JESTER): Here comes my other minister, in 
charge of some quite different affairs. 
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1.70 


1.75 


1.80 


1.85 


MALAVIKA AND AGNI:MITRA 
VIDUSAKAH (upagamya): ‘vaddhadu bhavam!, 
RAJA (sa/sirah/kampam): ita asyatam. 
VIDUSAKA upavistah. 


RAJA: kaccid upey’|6paya|darsane vyaprtam te prajfia|cak- 
suh? 


= F ° ° 
VIDUSAKAH: paoa|siddhim puccha., 
RAJA: katham iva? 

= r . 
VIDUSAKAH (karne): evvam via., 


RAJA: sadhu, vayasya, nipunam upakrantam! idanim dur| 
adhigama|siddhav apy asminn arambhe vayam agamsa- 


mahe. kutah: 


artham sa|pratibandham 

prabhur adhigantum sahayavan eva. 
drsyam tamasi na pasyati 

dipena vina sa|caksur api. [9] 


NEPATHYE: alam, alam bahu vikatthya!} rajhah samaksam 
ev 4vayor adhar |éttaralvyaktir bhavisyati! 


RAJA (dkarnya): sakhe, tvat|su|niti|padapasya puspam ud- 
bhinnam. 


= r . . . . 
VIDUSAKAH: phalam vi alirena pekkhissasi., 
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ACT ONE 
JESTER (approaching): May you prosper, sir! 
KING (with a nod of his head): Sit over here. 


The JESTER Sits. 


KING: I hope your shrewd mind’s eye is busily looking for 1.80 
the means to achieve my aim? 


JESTER: Better ask what it’s found. 
KING: How do you mean? 
JESTER (whispering in his ear): That’s how. 


KING: Bravo, comrade, that’s quite a start! Not an easy ven- 
ture to begin with, but I have some hope now. For: 


If the goal is blocked, 1.85 
you need a helper to attain it. 

In the dark, eyes are not enough: 
you need a lantern to see. 


A VOICE OFF-STAGE: Enough, enough of all this bragging! 
We must take this to the king to see who is inferior and 
who superior! 


KING (listening): The tree of your cunning has burst into 
flower, my friend. 


JESTER: Soon you shall see it bear fruit, too. 
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MALAVIKA AND AGNI-MITRA 
tatah pravisati KANCUKI. 


1.90 KANCUKI: deva, amatyo vijhapayati: «anusthita prabhor 
ajha» iti. etau punar Haradatta|Ganadasau, 


ubhav abhinay’|acaryau 
paras|paraljay |6dyatau 

tvam drastum icchatah saksid— 
bhavav iva Saririnau. [10] 


RAJA: pravesaya tau. 


KANCUKI: yad ajhapayati devah. (niskramya, punas tabhyam 
saha pravifya) ita ito bhavantau. 


HARADATTAH (RAJANAM avalokya): aho, dur|asado raja|ma- 
hima! tatha hi:t 


1.95 na ca na paricito, na c apy alramyas, 
cakitam upaimi tath” 4pi parsvam asya. 
salila|nidhir iva pratiksanam me 
bhavati sa eva navo navo ’yam aksnoh. [11] 


GANADASAH: mahat khalu purus ’|akaram idam jyotih. tatha 


hi: 


dvare niyukta|purus’|4numata|pravesah 
simh’|asan |antika|carena sah’ épasarpan 
tejobhir asya vinivartita|drsti|patair 
vakyad rte punar iva prativarito ‘smi. [12] 


KANCUKI: esa devah. upasarpatam bhavantau. 
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ACT ONE 
Enter the CHAMBERLAIN. 


CHAMBERLAIN: Sire, the minister informs that Your Maj- 1.90 
estys command has been executed. But now here are 
Hara-datta and Gana-dasa: 


The two dance masters, 

each striving to surpass the other, 
wanting a personal audience with you— 

like two dramatic sentiments* incarnate. 


KING: Admit them. 


CHAMBERLAIN: As Your Majesty commands. (going out, then 
returning with the Two MASTERS) This way, gentlemen. 


HARA-DATTA (glancing at the KING): Oh, awesome is the 
splendor of the king! For: 


Neither a stranger to me, nor unpleasant to see, 1.95 
yet timidly do I approach. 

Like the ocean, he is the same, yet seems 

to change moment by moment before my eyes. 


GANA:DASA: Indeed a great luminary he is, a man but in 


shape. For: 


Though the guard at the door has allowed my entry, 
as I approach with the attendant of the throne, 

his radiance forces my gaze away 

as though fending me off again without a word. 


CHAMBERLAIN: There is His Majesty. Go to him, good sirs. 
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I.100 


1.105 


MALAVIKA AND AGNI:-MITRA 
UBHAU (upetya): vijayatam devah! 


RAJA: svagatam bhavadbhyam. (PARIJANAM vilokya) asane 
tavad atra|bhavatoh! 


UBHAU PARIJAN /6panitayor dsanayor upavistau. 


RAJA: kim idam Sisy’|6padesa|kale yugapad acaryayor upa- 
sthanam? 


GANADASAH: deva, sriyatam. maya su|tirthad abhinayalvi- 
dya siksita; datta|prayogas c’ 4smi; devena devya ca pa- 


rigrhitah. 
RAJA: drdham jane. tatah kim? 


GANADASAH: so ham amuna Haradattena pradhana|purusa| 
samaksam, «n’ 4yam me padalrajas” 4pi tulya» ity adhi- 


ksiptah. 


HARADATTA: deva, ayam eva mayi prathamam parivada|ka- 
rah, atra|bhavatah kila mama ca samudra|palvalayor iv’ 
Antaram iti. tad atra|bhavan imam mam ca Sastre pra- 
yoge ca vimréatu. deva eva nau visesaljfiah pragnikah. 


7 r . = 
VIDUSAKAH: samattham padinnadam., 


GANADASAH: prathamah kalpah! avahito devah srotum ar- 
hati. 


RAJA: tistha tavat! paksa|patam atra devi manyate. tad asyah 
pandita|Kausiki|sahitayah samaksam eva nyayyo vyava- 
harah. 
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ACT ONE 


THE TWO MASTERS (approaching the KING): Victory to Your 
Majesty! 


KING: And welcome to you, sirs. (looking to the ATTEN- 
DANTS) Seats for the gentlemen! 


The TWO MASTERS sit down on stools brought by the ATTEN- 
DANTS. 


KING: How is it that you two masters come here together 
when you should be instructing your students? 


GANA-DASA: Please hear me, sire. I learned the histrionic 
science from a worthy master. I, in turn, have taught the 
practice of stage performance, and Your Majesty and the 
queen have favored me. 


KING: I’m well aware of that. So what? 


GANA:DASA: So after all this, Hara-datta here has abused 
me in the presence of eminent people, saying, “This one 
does not compare with the dust of my feet!” 


HARA:DATTA: Sire, it was actually he who started reviling me 
by saying he was to me as the ocean is to a puddle. So 
Your Majesty ought to assess both him and me in theory 
and practice. The king alone can be our expert arbiter. 


JESTER: That does make sense. 


GANA:DASA: First class! May it please Your Majesty to listen 
attentively. 


KING: Wait a minute! The queen would suspect prejudice.* 
So for the sake of fairness we should proceed only with 
her and the learned Kaushiki present. 
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I.100 


1.105 


MALAVIKA AND AGNI-MITRA 


- r -1}: 
1.110 VIDUSAKAH: sutthu bhavam bhanadi., 


I.115 


ACARYAU: yad devaya rocate. 


RAJA: Maudgalya, amum prastavam nivedya, pandita|Kau- 
sikya sardham ahayatam devi. 


KANCUKI: yad ajhapayati devah. (iti niskramya; sa/PARIVRA- 
JIKAYA DEVYA saha pravi§fya) ita ito bhavati. 


DEVI (PARIVRAJIKAM vilokya): ‘bhaavadi, Haradattassa Ga- 
nadasassa a samrambhe kaham pekkhasi?, 


PARIVRAJIKA: alam sva|paks’ |4vasada|Sankaya. na parihiyate 
pratidvandino Ganadasah. 


a ee a : = 
DEVI: jai vi evvam, taha vi raa|pariggaho se pahanattanam 
uvaharai., 


PARIVRAJIKA: ayi, rajhi|sabda|bhajanam atmanam api tavac 
cintayatu bhavati! pasya: 


atimatra|bhasuratvam 

pusyati bhanoh parigrahad analah 
adhigacchati mahimanam 

candro ’pi nisa|parigrhitah. [13] 


- aes “1 - 2 ae . . 
VIDUSAKAH: aviha, aviha! uvatthida pitha|maddiam pandi- 
da|Kosiim puro|kadua devi., 


1.120 RAJA: pasyamy enam, y’ aisa 


mangal ’|4lan|krea bhati Kausikya yatilvesaya 
trayi vigrahavaty” éva samam adhyatma|vidyaya. [14] 
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ACT ONE 


JESTER: Well spoken, my lord. 1.110 
THE TWO MASTERS: As Your Majesty pleases. 


KING: Maudgalya, explain the matter to the queen and the 
learned Kaushiki, and call them here. 


CHAMBERLAIN: As Your Majesty commands. (leaving, then 
returning with the QUEEN and KAUSHIK1) This way please, 
Your Highness. 


QUEEN (looking at KAuSHIKI): Reverend lady, what is your 
view of the quarrel between Hara-datta and Gana-dasa? 


KAUSHIKI: No need to worry about your party’s defeat. 1.115 
Gana-dasa is by no means inferior to his rival. 


QUEEN: Nevertheless, the king’s favor* would give the first 
prize to that one. 


KAUSHIKI: Ah but don’t forget that you happen to be the 
queen! Consider: 


It is the sun's favor that strengthens 
the brilliance of fire* to excess, 

but the moon attains its full luster 
by the mercy of Lady Night.* 


JESTER: Oh my! Here comes the queen led by her crony* 
the learned Kaushiki. 


KING: I see her, who 1.120 


shines in her auspicious ornaments, 
next to Kaushiki in ascetic dress, 
like the Veda accompanied 
by mystic knowledge incarnate. 
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1.125 


1.130 


MALAVIKA AND AGNI-MITRA 
PARIVRAJIKA (upetya): vijayatam devah! 
RAJA: bhagavati, abhivadaye. 
PARIVRAJIKA: 
maha/sara/prasavayoh 
sadrsa/ksamayor dvayoh 


Dharini|bhita|dharinyor 
bhava bharta Sarac|chatam. [15] 


- 0. oe 
DEVI: jedu ajjajutto!, 


RAJA: svagatam devyai. (PARIVRAJIKAM vilokya) bhagavati, 
kriyatam asana|parigrahah. 


sarve upavisantt. 


RAJA: bhagavati, atralbhavator Haradatta|Ganadasayoh pa- 
rasparena vijhana|samgharso jatah. tad atra bhagavatya 


prasnika|padam adhyasitavyam. 


PARIVRAJIKA (sa/smitam): alam upalambhena! pattane vidya- 


mane 'pif grame ratna|pariksa? 


RAJA: ma, m” divam! pandita|Kausiki khalu bhagavati. pak- 


sa|patinav anayor aham devi ca. 


ACARYAU: samyag aha devah. madhya|stha bhagavati nau 


guna|dosatah paricchettum arhati. 
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ACT ONE 
KAUSHIKI (approaching): Victory to Your Majesty! 
KING: Greetings, reverend lady. 


KAUSHIKI: 
May you remain for a hundred autumns 
the lord of both Queen Dharini 
and the creature-supporting Earth, 
whose offspring is of great vigor: 
whose crop is lushly verdant * 
and whose ability matches their station: 
whose tolerance is equal. 


QUEEN: Victory to my noble husband! 


KING: Welcome, my queen. (looking at KAUSHIK1) Reverend 
lady, please take a seat. 


All sit down. 


KING: Reverend lady, these two gentlemen Hara-datta and 
Gana-dasa have a quarrel about each other’s knowledge. 
Would your reverence please to be their arbitrator? 


KAUSHIKI (with a smile): Don’t embarrass me! Would you 
have a jewel assayed in a village when a city is near? 


KING: Do not speak so! You are justly called the learned 
Kaushiki. The queen and I are biased in the matter of 
these two. 


THE TWO MASTERS: His Majesty has spoken rightly. Your 
reverence is impartial, and thus fit for discriminating our 
virtues and flaws. 
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1.125 


1.130 


1.135 


1.140 


MALAVIKA AND AGNI-MITRA 
RAJA: tena hi prastiiyatam vivadah. 


PARIVRAJIKA: deva, prayoga|pradhanam nama natya| s4s- 
tram. kim atra vag|vyavaharena? katham va devi man- 
yater 


- Me ° = ae 
DEVi: jai mam pucchasi, edinam vivado evva na me ruc- 
cadi. 


GANADASAH: devi, na mam samana|vidyatah paribhavani- 
yam anumantum arhasi. 


= iz < = = ° 
VIDUSAKAH: bhodi, pekkhamo urabbhat|samvadam. kim 
muha veana|danena?, 


es cll : . 
DEvi: nam kalaha|ppio ’si., 


= Br Ne o- 
VIDUSAKAH: ma evvam! annonna|kalaha|ppianam matta| 
hatthinam ekadarassim a|nijjide kudo uvasamo?, 


RAJA: nanu sv |anga|sausthav |4bhinayam} ubhayor drstavati 
bhagavati? 


PARIVRAJIKA: atha kim. 
RAJA: tad idanim atah param kim abhyam pratyayayita- 
vyam? 


A e 


PARIVRAJIKA: tad eva vaktu|kam” Asmi. 


Sista kriya kasya cid atma|samstha, 
samkrantir anyasya visesalyukta. 
yasy Obhayam sadhu, sa siksakanam 

dhuri pratisthapayitavya eva. [16] 
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ACT ONE 
KING: Well then, let the dispute begin. 


KAUSHIKI: Majesty, the backbone of histrionic science is 
performance. So why start a verbal discussion? Or what 
does the queen think?* 


QUEEN: If you ask me, it’s their very argument I don’t care 
for. 


GANA-:DASA: My queen, please do not acknowledge that I 
could be defeated by one whose knowledge is no greater 
than mine. 


JESTER: Let’s see those rams clash, my lady.* No point in 
giving them salaries for nothing. 


QUEEN: Aren't you fond of wrangling. 


JESTER: Not so! When two rutting elephants are spoiling for 
a fight, how could there be peace unless one is defeated? 


KING: I suppose your reverence has seen both of them ex- 


hibit the skill of their own limbs? 
KAUSHIKI: Of course. 
KING: So what else should they demonstrate now? 
KAUSHIKI: ‘That is just what I was about to propose. 


Some have the high art ingrained in their persons, 
others are skilled in transferring it. 

Only a man who excels in both 

should be appointed at the fore of instructors. 
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1.135 


1.140 


1.145 


1.150 


MALAVIKA AND AGNI-MITRA 


= r es . = : . 
VIDUSAKAH: sudam ajjehim bhaavadie vaanam. eso pindid’ 
attho: uvadesa|damsanado ninnao tti., 


HARADATTA: parama|rucitam nah. 
GANADASAH: devi, evam sthitam. 


a. lls 2 ae ee ° . 
DEVi: jada una manda|medha sissa uvadesam malinedi, 
tada aariassa doso nam?, 


RAJA: evam apadyate— 


GANADASAH:} —vinetur a|dravya|parigraho ’pi buddhiila- 
ghavam prakasayati. 


DEVI (sva/gatam'): ‘kaham danim?, (GANADASAM vilokya, 
janantikam') ‘alam ajja|uttassa ussaha|karanam mano| 
raham piiria!, (prakdsam*) ‘virama nir|atthaado aram- 


bhado, 


ss cr - - 43: - - 

VIDUSAKAH: sutthu hodi bhanadi. bho, Ganadasa, samgid’| 
Avadesena Sarassailuvaana|modaaim khadamanassa kim 
de su|laha|niggahena vivadena?, 


GANADASAH: satyam, ayam ev 4rtho devilvacanasya. sriya- 
tam avasara|praptam idam: 


«labdh |aspado ’sm’» iti vivada|bhiros, 
titiksamanasya parena nindam, 

yasy agamah kevalaljivikayai, 
tam jfiana|panyam vanijam vadanti. [17] 
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ACT ONE 


JESTER: Gentlemen, you've heard what the reverend lady 
said. Boiled down, it comes to this: you show what 
you've taught, and then she'll judge. 


HARA-DATTA: Perfectly agreeable to us. 
GANA:DASA: My queen, so be it. 


QUEEN: But when a dim-witted pupil spoils the instruction, 
would that be the fault of the teacher? 


KING: It would imply that— 


GANA-DASA: —if a preceptor accepts someone inadequate, 
that is all the more proof of his unsound intellect. 


1.145 


QUEEN (to herself): What now? (confidentially, to GANA-DASA) 1.150 


Stop playing into my husband’s hands, you're only en- 
couraging him! (aloud) Desist from this pointless under- 


taking.* 


JESTER: The queen is right. Hey Gana-dasa, under the pre- 
text of your singing you now eat the sweets offered to 
Sarasvati;* but what can you gain by a contest so easy to 
lose? 


GANA:DASA: Indeed, that is what Your Majesty was imply- 
ing. But let me tell you something relevant to the matter: 


The man who thinks, “I’ve secured my station,” 
and, shirking dispute, tolerates others’ abuse 
regarding his education as but a kind of livelihood, 


is called a merchant trafficking in knowledge. 
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MALAVIKA AND AGNI-MITRA 


=. Ways -j- os as pa oe . 
DEVI: alir|6vanida vo sissa—ta alvarinitthidassa uvadesassa 


alnnaam paasanam.., 
1.155 GANADASAH: ata eva me nirbandhah. 
ae lS . . = 
DEVI: tena hi duve vi bhaavadie uvadesam damseha., 


PARIVRAJIKA: devi, n 4itan nyayyam. sarval|jfasy’ apy eka- 
kino nirnay |abhyupagamo dosaya. 


DEVi (janantikam): ‘midhe parivvajie! mam jaggadim vi 


suttam via karesi?, 


iti s/asityam pardvartate. RAJA DEVIM PARIVRAJIKAYAI darsa- 
yatt. 


1.160 PARIVRAJIKA (vilokya): 


alnimittam, indulvadane, 
kim atra|bhavatah paran|mukhi bhavasi? 
prabhavantyo ’pi hi bhartrsu 
karana|kopah kutumbinyah. [18] 


= i = . 

VIDUSAKAH: nam sa|kadranam evva? attano pakkho rakkhi- 
. a . ry. _ -: 

davvo, tti., (GANADASAM vilokya) ditthia kova|vvajena 

devie parittado bhavam. su|sikkhido vi savvo uvadesa| 


damsane na niuno hodi., 
asanad utthatum icchati. 
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ACT ONE 


QUEEN: Your pupil has only just begun her training—and 
it is wrong to display skills that are not thoroughly 


founded. 
GANA:DASA: All the more reason for me to insist. 


QUEEN: Well then why don’t you both show your achieve- 
ments to just the reverend lady? 


KAUSHIKI: My queen, that would not be right. Even for the 
omniscient a conclusion reached alone is prone to be 
erroneous. 


QUEEN (confidentially): Fool of a nun! You think I’m asleep? 
Well I’m not. 


She turns away with indignation. The KiNG points her out to 
KAUSHIKI. 


KAUSHIKI (with a glance): 


Why, O moon-faced lady, do you turn away 
from your good lord? 

wives, though powerful themselves, need 
a good reason to be angry at their husbands. 


JESTER: She has her reason, doesn’t she? She’s trying to shel- 
ter her protégé. (looking at GANA-DASA) Thank heaven 
Her Majesty rescued you with this show of anger. Even 
the most erudite can’t always be good at presenting what 
they've taught. 


He prepares to stand up from his seat. 


1.155 


1.160 


1.165 


1.170 


MALAVIKA AND AGNI-MITRA 
GANADASAH: devi, Sriyatam! evam jano grhnati. tad idanim 
vivade darsayisyantam 
kriya|samkrantim atmanah 
yadi mam n’ Anujanasi, 


parityakto ’smy aham tvaya. [19] 


DEVI (sva/gatam): ‘ka gai?, (prakasam) ‘pahavadi Aario sissa 
janassa,, 


GANADASAH: ciram a|pade sankito ’smi. (RAJANAM avalo- 
kya) anujhatam devya. tad ajapayatu devah: kasminn 
abhineya|vastuny upadesam darsayisyami? 


RAJA: yad adisati bhagavati. 


PARIVRAJIKA: kim api devya manasi vartate, tac chankit” 


A 


asmi... 


- = ° ° 
DEvi: bhana visaddham. nam pahavissam attano pariana- 
ssa? 


RAJA: mama c, éti brihi. 
- . Sr) 
DEVI: bhaavadi, bhana danim., 


PARIVRAJIKA: deva, catus|pad’|6dbhavam chalitam dus|pra- 
yojam udaharanti. tatr’ 4ik’|4rtha|samsrayam ubhayoh 
prayogam pasyamah. tavata jfayata ev’ atra|bhavator 
upades’|antaram. 
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ACT ONE 


GANA-DASA: Just listen, my queen! This is how the mob sees 
it. So now 


If you do not allow me to display in a contest 
what I have taught, 
then indeed you have abandoned me. 


QUEEN (to herself). What to do? (aloud) A teacher can order 
his pupils as he likes. 


GANA-DASA: I shouldn't have doubted that.* (looking at the 
KING) Her Majesty has given permission. Now Your 
Majesty shall command: in what dramatic subject shall 
I demonstrate my teaching? 


KING: Whatever the reverend lady specifies. 


KAUSHIKI: Her Majesty has something on her mind, so I’m 
not sure... 


QUEEN: Speak at pleasure. Surely I can keep my own retain- 
ers in hand? 


KING: And me too, you should say. 
QUEEN: Reverend lady, speak it out. 


KAUSHIKI: Majesty, they say it’s particularly difficult to per- 
form a chdlita dance™* to a chatush.pada song.* We shall 
watch both of them perform to the same piece of that 
genre. That should be enough to reveal the difference in 
the teaching of these two gentlemen. 
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1.165 


1.170 


1.175 


1.180 


1.185 


MALAVIKA AND AGNI-MITRA 


ACARYAU: yad ajhapayati bhagavati. 


= E- . . = = 2 
VIDUSAKAH: tena hi duve vi vagga pekkha|gharae samgida| 
raanam karia attalhodo didam pesadha. aha va mudan- 


ga|saddo evva no utthavaissadi., 
HARADATTA: tatha. 
ity uttisthati. GANADASO DEVIM avalokayati. 


z = . Fee. ie : . oe 
DEVI (GANADASAM vilokya): viai hohi. na hu viaa|paccatthini 


aham ajjassa., 
ACARYAU prasthitau. 
PARIVRAJIKA: itas tavad, acaryau! 
UBHAU (prativrtya): imau svah. 


PARIVRAJIKA: nirnay |4dhikare bravimi. sarv /4nga/sausthav | 


abhivyaktaye vigatat|nepathyayoh patrayoh praveSo ’stu. 
UBHAU: n’ édam avayor upadesyam. 
iti niskrantau. 


- er Dey oer ras os a fee i . a 
DEVI (RAJANAM avalokya): jai raa\kajjesu irisi uvaa|niunada 


ajjajuttassa, tado sohanam have., 
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ACT ONE 


THE TWO MASTERS: As the reverend lady commands. 


JESTER: Then both contestants should go to the perfor- 1.175 
mance hall, and send us a messenger when they have 
made preparations for the concert. Or better yet, the 
sound of the drum shall alert us. 


HARA-DATTA: Right. 
He gets up. GANA-DASA glances at the QUEEN. 


QUEEN (looking at GANA-DASA): May you be victorious. I’m 
by no means adverse to Your Honor’s success. 


THE MASTERS Start to leave. 
KAUSHIKI: One moment, maestros! 1.180 
THE TWO MASTERS (turning back): At your service. 


KAUSHIKI: I request this as arbiter. Please present the ac- 
tresses without drapery so that the skill of all their limbs : 
the beauty of their entire bodies shall be discernible. 


THE TWO MASTERS: No need to have told us. 
Exit the TWO MASTERS. 


QUEEN (looking at the KING): If only my worthy husband_ 1.18; 
exercised the same astuteness in political matters, that 


would be splendid. 
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MALAVIKA AND AGNI-MITRA 
RAJA: devi, 
alam anyatha grhitva. 
na khalu, manasvini, maya prayuktam idam. 
prayah samanal|vidyah 
parasparal|yasah|puro|bhagah. [20] 


nepathye mrdangaldhvanih. sarve karnam dadati. 
PARIVRAJIKA: hanta, pravrttam samgitakam! tatha hy esa 


1.190 jimita|stanita|visankibhir maytrair 
udgrivair anurasitasya puskarasya 
nirhradiny upahita|madhyama|svar’|6ttha 
maytri madayati marjana manamsi. [21] 


RAJA: devi, samayikat bhavamah. 

= r ° es 
DEVI (sva/gatam): aho, alvinao ajjaluttassa!, 
sarve uttisthanti. 


VIDUSAKAH (apavarya): ‘bho, dhiram gaccha! mi tatta|bhodi 
Dharini visamvadaissadi., 
RAJA: 
1.195 dhairy’|avalambinam api 
tvarayati mam muraja|vadyal|ragot ’yam 
avataratah siddhi|patham 


§abdah sva|manol|rathasy éva. [22] 


iti niskrantah sarve. 
iti prathamo ‘nkah. 
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ACT ONE 


KING: My queen, 
Abandon this misconception. 
This is not my doing at all, my sharp lady. 
Men of equal scholarship will ever try 


to outshine each other's glory. 
A drum sounds off-stage. All listen. 
KAUSHIKI: Hark, the concert has begun! For this 


rumble of the membrane* maddens our minds, 1.190 
sonorously rising from the middle note, 

seconded by peacocks crying with head on high 

taking it for the roll of thunder they are so fond of. 


KING: My queen, we shouldn't be late for the rendezvous.* 


QUEEN (to herself): Ah, my husband’s tactlessness! 
All get up. 
JESTER (aside): What ho! Restrain your step, lest her lady- 
ship Dharini go back on her word. 
KING: 
Though I try for restraint, the passionate sound 1.195 
of the drum urges me on, 


as if it were the noise of the chariot of my desires 
racing on the road to success. 


Exeunt all. 
End of the first act. 
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ACT TWO 


2.1 


2.5 


tatah pravisati samgita/racanadyam krtayam dsanalsthah sal 
VAYASYO RAJA, DHARINI, PARIVRAJIKA, vibhavatas ca PARI- 
VARAH. 


RAJA: bhagavati, atra|bhavator acaryayoh katarasya pratha- 
mam upadesam draksyamah? 


PARIVRAJIKA: nanu samane ’pi jhana|vrddha|bhave vayo| 
‘dhikatvad Ganadasah puras|karam arhati. 


RAJA: tena hi, Maudgalya, evam atra|bhavator avedya niyo- 
gam a|sanyam kuru. 


KANCUKI: yad ajfiapayati devah. 
iti niskrantah. 
(pravisya) 


GANADASAH: deva, Sarmisthayah krtir laya|madhya catus| 
pada. tasyas caturtha|vastunah prayogam eka|manah 
§rotum arhati devah. 


RAJA: acarya|bahu|mandad avahito ’smi. 
iti niskranto GANADASAH. 
RAJA (jan/antikam): vayasya, 


nepathyalgrha|gatayast 

caksur darsana|samutsukam tasyah 
samhartum aldhirataya 

vyavasitam iva me tiras|karinim. [1] 
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The stage is set up for the concert. Enter the KING seated, * ac- 
companied by the JESTER; also DHARINI, KAUSHIKI, and 
ATTENDANTS in order of rank. 


KING: Reverend lady, which of the two honorable masters 
shall first present his teaching? 


KAUSHIKI: They are peers in scholarship, but Gana-dasa is 
the senior by age, so clearly he deserves to go first. 


KING: Well then, Maudgalya, say so to the two gentlemen, 
then go about your duties. 


CHAMBERLAIN: As Your Majesty commands. 
Exit the CHAMBERLAIN. 
Enter GANA-DASA. 


GANA-DASA: Majesty, there's a chatush-pada composition by 
Sharmishtha in tempo moderato.* May it please Your 
Majesty to listen attentively to a performance of its 
fourth movement.* 


KING: I’m riveted to the stage—because I respect you as a 
teacher. 


Exit GANA:DASA. 
KING (confidentially): Comrade, 


My eye is so eager to see her 
standing in the back-stage* 
that it is trying in its impatience 
to remove the curtain, as it were. 
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2.1 


2.5 


MALAVIKA AND AGNI-MITRA 


= 3 r . “Ls 
VIDUSAKAH (apavarya): uvatthidam naana|mahu, samnihi- 


da|makkhiam a... ta alppamatto danim pekkha., 


tatah pravisaty ACARYA|pratyaveksyaman /angal/sausthava MA- 
LAVIKA. 


2.15 VIDUSAKAH (jan/Jantikam): ‘pekkhadu bhavam! na khu se 
padicchandado parihiadi mahurada., 


RAJA (apavarya): vayasya, 


citralgatayam asyam 
kanti|visamvada|sanki me hrdayam. 
samprati sithilalsamadhim 
manye, yen’ éyam 4likhita. [2] 


GANADASAH: vatse, mukta|sadhvasa, sattva|stha bhava! 


RAJA (atma/gatam): aho, sarva|sthan’|an|alvadyata ripasya! 
tatha hi, 


2.20 dirgh’|aksam Sarad|indu|kanti vadanam; 
baha natav amsayoh; 
samksiptam nibid’|6nnata|stanam urah; 
parsve pramrste iva; 
madhyah pani|mito; nitambi jaghanam; 
padav aral’|4nguli— 
chando nartayitur yath” diva manasi, 
Slistam tath” Asya vapuh. [3] 


§2 


ACT TWO 


JESTER (aside): Honey for your eyes is at hand, but the bees 
are near too... So keep your senses while you watch. 


Enter MALAVIKA, with GANA-DASA checking the grace™ of her 
limbs. 


JESTER (confidentially): Just look, sir! She’s no less dainty 2.15 
than in the picture. 


KING (aside): Comrade, 


While I knew her only from the picture, 
my heart was anxious that reality 
might disprove her allure. 

Presently I think whoever painted her 
was not concentrating properly. 


GANA-DASA: Daughter, let stage fright go and remain serene! 


KING (to himself): Wow, her beauty is impeccable all over! 
That is to say, 


Her face gleams as the autumn moon;* 2.20 
her eyes are long; 
her arms don't jut out at the shoulder; 

her chest is compact, with the breasts 
close together and arched upward; 
her flanks are smooth as if polished; 

her waist measures but a hand; 

| her hips sport broad buttocks; 

her toes cur|— 

her body is constituted 
just as the mind of a dance-master would wish. 


MALAVIKA AND AGNI-MITRA 
MALAVIKA (upagdnam krtva catus|pada/vastukam gayati): 
r ° . . ° 1. 
dul|laho pio; tassim bhava, hiaa, nir|asam. 
amho, apangao me papphurai kim vi vamao!t 


eso so cira|dittho kaham uvanaidavvo? 


naha, mam par |ahinam tui ganaa sa|tinham., [4] 
iti yatha/rasam abhinayati. 


VIDUSAKAH (jan/antikam): ‘bho, caii|ppada|vatthuam du- 


varilkadua tui uvakkhitto via appa tattalhodie..., 


2.25 RAJA (jan/antikam): sakhe, evam avayor hrdayam. anaya 


khalu 


«janam imam anuraktam viddhi, nath’» éti geye 
vacanam abhinayantya sv |anga|nirdesa|ptrvam 
pranayalgatim aldrstva Dharinilsamnikarsad 


aham iva su|kumAra|prarthana|vyajam uktah. [5] 
MALAVIKA git/ante niskramitum arabdha. 


- r . . . ° . : 
VIDUSAKAH: Dbhodi, cittha! kim vi vo visumarido kama| 


bhedo. tam dava pucchissam., 


GANADASAH: vatse, sthiyatam! upadesa|visuddha yasyasi. 
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ACT TWO 


MALAVIKA (sings the prelude, then sings the verse* from the 
chatush- pada): 


My darling is beyond reach; 
heart, hope no more for him. 
But lo, something makes my left eye’s* corner throb! 
I see him now at last, but how to obtain him? 
My fate is in others’ hands—but my lord, 
know that I thirst for you. 


She enacts the above in the respective moods* in turn. 


JESTER (confidentially). Sirree, the lady’s practically offered 
herself to you by way of that quatrain... 


KING (confidentially): Her heart and mine have the same 2.25 
desire, friend. Indeed, when she 


sang “know that I long for you, my lord,” 
acting out the words after pointing 
at her own body, 
she seems to have meant me by pretense 
of that tender entreaty, 
seeing no path for love* because 
Dharini was present. 


MALAVIKA begins to withdraw at the end of the song. 


JESTER: Stop, miss! You've left out something from the 
proper sequence. Id like to ask about that. 


GANA-DASA: Stay, daughter! You shall go when your educa- 
tion has been declared free of faults. 


MALAVIKA AND AGNI-MITRA 
2.30 MALAVIKA nivrtya sthita. 


RAJA (dtma/gatam): aho, sarvasv avasthasu caruta sobh’ | 
Antaram pusyati! tatha hi 


vamam samdhilstimita|valayam 
nyasya hastam nitambe, 
krtva $yama|vitapa|sadrsam 
srastajmuktam dvitiyam, 
pad |4ngusth |alulita|kusume 
kuttime patit |aksam 
nrttad asyah sthitam atitaram 
kantam rjv|ayat |ardham. [6] 


Pe ° ee : : 
DEVI: nam Godamal|vaanam vi ajjo hiae karedi?, 


GANADASAH: devi, ma m” aivam! deva/pratyayat sambha- 
vyate suksma|darsita Gautamasya. pasya: 


2.35 mando ’py a|mandatam eti 
samsargena vipascitah, 
panka|cchidah phalasy’ éva 
nikasen’ avilam payah. [7] 


(VIDUSAKAM vilokya) srnumo vivaksitam aryasya. 


VIDUSAKAH (GANADASAM vilokya): ‘sakkhinim dava puccha. 
pacca jo mae kama|bhedo lakkhido, tam bhanissam., 


GANADASAH: bhagavati, yatha|drstam abhidhiyatam—guno 
va doso va. 
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ACT TWO 
MALAVIKA Stops, turning back. 


KING (to himself): Ah, her charm shines forth ever the better 
in different states! For now 


With her left hand resting on her hip, bracelets 
now motionless on the wrist, 
with the other hand drooping freely 
like a tassel of millet,* 
with her eye cast down on the floor slabs 
where her toes push the flowers about— 
her stance, torso straight and erect, 
is even lovelier than her dance. 


QUEEN: Does Your Honor take even Gautama seriously? 


GANA-DASA: Not so, Your Majesty! Gautama might actu- 
ally be very perceptive, what with His Majesty's faith in 
him : as a result of His Majesty’ intellect. Consider: 


Even a dimwit may become bright 
through contact with the canny, 

as turbid water is made clear by rubbing 
with the mud-cutter fruit.* 


(looking at the JESTER) Let us hear what Your Honor has to 
say. 


JESTER (looking at GANA-DASA): Ask the arbiter first. Then 
Pll reveal the problem I noticed with the sequence. 


GANA-DASA: Your reverence, state what you have observed — 
pro or contra. 
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2.30 


2.35 


MALAVIKA AND AGNI-MITRA 
PARIVRAJIKA: yatha|darsanam sarvam anla|vadyam. kutah: 


2.40 angair antar|nihita|vacanaih 
sucitah samyag arthah; 
pada|nyaso layam anugatas; 
tanmayatvam rasesu; 
§akhalyonir mrdur abhinayas; 
tad|vikalp’|4nuvrttau 
bhavo bhavam nudati visayad, 


raga|bandhah sa eva. [8] 
GANADASAH: devah katham manyate? 
RAJA: vayam sva|pakse sithil’|4bhimanah samvrttah. 
GANADASAH: adya nartayit” asmi! 


upadesgam viduh guddham 
santas tam upadesinah, 
syamayate na vidvatsut 
yah, kafcanam iv Agnisu. [9] 


- ‘Vy. .- * a Soa ee oe 
2.45 DEVI: ditthia parikkha’|arahanena ajjo vaddhai., 


GANADASAH: devi|parigrahas ca me vrddhi|hetuh. (vipv- 
SAKAM vilokya) Gautama, vad’ édanim yat te manasi 
vartate. 


- Ir A 
VIDUSAKAH: pudham’|évadesa|damsane pudhamam bam- 
hanassa puja kadavva. sa una vo visumarida?, 
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ACT TWO 


KAUSHIKI: As far as I have observed, everything was impec- 
cable. To wit: 


Her limbs, suffused by speech, 
perfectly expressed the message; 
her footwork stuck to the tempo; 
she identified with the moods; 
her acting was gentle, built on hand gestures; 
and in the succession of secondary emotions 
one replaced the other while the sentiment 
remained just as powerful.* 


GANA-DaSA: What is His Majesty's opinion? 
KING: My respect for my own party is dwindling. 
GANA:DASA: Now I’m a dance teacher in truth! 


Honest men know a teacher’s teaching to be pure 
if, like gold in flames, it is not blackened 
in the presence of experts. 


QUEEN: Fortune favors Your Honor as the judges are 


gratified. 


GANA-DaSA: Your Majesty’s favor is the cause of my fortune. 
(looking at the JESTER) Gautama, tell us now what’s on 
your mind. 


JESTER: Before the first presentation of what you have 
taught, a brahmin must be worshipped. Have you for- 
gotten that? 
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2.40 


2.45 


MALAVIKA AND AGNI-MITRA 
PARIVRAJIKA: aho, prayog’|abhyantarah prasnah! 


sarve prahasitah. MALAVIKA smitam karoti. 


2.50 RAJA (4tma/gatam): upatta|saras caksusa me sva|visayah. yad 


2.55 


anena 


smayamanam ayat |aksyah 
kimcid|abhivyakta|dasana|sobhi mukham 
a|samagra|laksya|kesaram 
ucchvasad iva pankajam drstam. [10] 


GANADASAH: maha|brahmana, na khalu prathamam nepa- 
thya|savanam} idam. anyatha katham tvam daksiniyam 
n arcayisyamah? 


VIDUSAKAH: mae nama muddha|cadaena via sukkha|ghanal 
ghajjide andarikkhe jala|panam icchidam.., 


PARIVRAJIKA: evam eva. 


ss cr . ° . = = *- J- 

VIDUSAKAH: tena hi pandida|paridosa|paccaa midha|jadi. 
jadi attalbhodie sohanam bhanidam, tado imam se pa- 
ritosiam paacchami, 


iti RAJNO hastat katakam akarsati. 


- CT, is Jo ° . 
DEVI: cittha dava! gun’|andaram a|jananto kim ti tumam 
aharanam desi?, 


= r . . 
VIDUSAKAH: parakeraam, ti karia., 
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ACT TWO 


KAUSHIKI: Ah, a question intimate with all the trade secrets 
of performance! 


All laugh. MALAVIKA smiles too. 


KING (to himself): My eye has perceived the best of our 
domain,* now that it has 


beheld the smiling mouth of this long-eyed girl, 
with the bright teeth somewhat exposed, 
like a lotus bud cracking 
to half-reveal its shining filaments. 


GANA-DASA: Mighty brahmin, this was not a proper inau- 
gural performance.* Else how could we have failed to 
worship your worthy personage? 


JESTER: Yea, like a stupid chdtaka bird* hearing the thunder, 
I hoped for a drink of water, but the clouds in the sky 
were dry. 


KAUSHIKI: Indeed. 


JESTER: Then dimwits must rely* on the example of wise 
people’s satisfaction. Since your ladyship has called this 
splendid, I'll offer this reward to her.* 


He pulls a bracelet off the KING 5 hand. 


QUEEN: Stop that! Why would you give a jewel when you 
cannot compare merits? 


JESTER: Because it’s not mine. 


2.50 


2.55 


2.60 


2.65 


2.70 


MALAVIKA AND AGNI-MITRA 


DEVi (ACARYAM vilokya): ‘ajja|Ganadasa, nam damsid’|éva- 


desa vo sissa?, 
- ° - XA - - 
GANADASAH: vatse, ehi, gacchav’ édanim. 
MALAVIKA sah’ ACARYENA niskranta. 


a alte a : .. 3 . Pcs . 
VIDUSAKAH (RAJANAM Vilokya, jan/antikam): ettio me madi| 
vihavo bhavantam sevidum., 


RAJA (jan/antikam): alam, alam paricchedena. aham hi 


bhagy’|astam|ayam iv’ aksnor, 
hrdayasya mah’ |étsav |4vasanam iva, 
dvara|pidhanam iva dhrter 
manye tasyds tiras|karanam. [11] 


- . . PS ° - : 
VIDUSAKAH (jan/antikam): sahu, tumam dariddo aduro via 
vejjena uvaniamanam osaham icchasi., 


(pravisya) 


HARADATTAH: deva, madiyam idanim prayogam avalokayi- 
tum kriyatam prasadah. 


RAJA (@tma/gatam): avasito me darsan |arthah. (prakasam, 
daksinyam avalambya) nanu paryutsuka eva vayam. 


HARADATTAH: anugrthito ‘smi. 


NEPATHYE VAITALIKAH: jayatu, jayatu devah! uparidho 


madhy |ahnah. tatha hi, 
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ACT TWO 


QUEEN (looking at the DANCE TEACHER): Honorable Gana- 
dasa, your pupil has finished demonstrating your in- 
struction, hasn't she? 


GANA-DASA: Come, daughter, let us depart now. 2.60 
Exit MALAVIKA With the TEACHER. 


JESTER (looking at the KING, confidentially): That’s how far 
my intellectual gifts could serve you, sir. 


KING (confidentially): No, don’t draw the line here. For 


Like the fortune of my eyes dropping below 
the horizon, 

like a festival of my heart coming to an end, 

like the doors of my contentment closing 

is her disappearance to me. 


JESTER (confidentially). Right, so like a poor patient, you 2.65 
want the doctor to bring you the medicine.* 


Enter HARA:DATTA. 


HARA-DATTA: Majesty, may it please you now to behold my 
presentation. 


KING (to himself): !’'m done with what I had to see. (aloud, 
courteously) Why, I’m all agog. 


HARA-DATTA: I am obliged. 


OFF-STAGE A COURT BARD: Victory, victory to Your Majesty! 2.70 
The day has risen to noon. That is to say, 
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2.75 


2.80 


MALAVIKA AND AGNI-MITRA 


patra|cchayasu hamsa 
mukulita|nayana dirghika|padmininam; 
saudhany atyartha|tapad 
valabhilparicaya|dvesi|paravatani; 
bind’|aitksepan pipasuh 
parisarati sikhi bhrantimad varilyantram; 
sarvair usraih samagras,t 
tvam iva nrpa|gunair, dipyate sapta|saptih. [12] 


= es +L - = = - 

VIDUSAKAH: aviha aviha, amhanam bhoanal|vela samvutta! 
attalhodo vi. uida|vel”|4dikkame ciissaka dosam udaha- 
randi. Haradatta, kim danim bhanasi?, 


HARADATTAH: n’ Asti mad|vacanasy’ 4vakaso ‘tra. 


RAJA (HARADATTAM avalokya): tena hi tvadiyam upadesam 
§vo vayam draksyamah. visramyatu bhavan. 


HARADATTAH: yad ajhapayati devah. 
iti niskrantah. 

we oe oe os “Le 
DEVI: nivvattedu ajjajutto majjanaf|vihim., 

a q . ° < a . 
VIDUSAKAH: Dbhodi, visesena pana|bhoanam tuvaravehi., 
PARIVRAJIKA (utthdya): svasti bhavate. 
iti sa/PARIJANAYA DEVYA saha niskranta. 


VIDUSAKAH: ‘bho, na kevalam rive, sippe vi a|ddudiya 
Malavia!, 
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ACT TWO 


Eyes closed, the geese rest in the shade 
of the pond’s lotus leaves; 

the pigeons recoil from the baking 
plaster roofs of the palace; 

the peacock hovers about the water-wheel* 
hoping to swallow drops of the spray; 

the seven-horsed sun blazes complete with all his 
rays, like you with your royal virtues.* 


JESTER: Oh my, it’s time for me to eat! And for sir here, too. 
The medicos say it’s wrong to disregard the proper time. 
What say you now, Hara-datta? 


HARA-DATTA: I’m not in a position to say anything. 


KING (looking at HARA-DATTA): Well then, we shall see your 
instruction tomorrow. Your Honor may retire. 


HARA-DATTA: As Your Majesty commands. 2.75 
Exit HARA:DATTA. 
QUEEN: Let my noble husband perform the ritual bath. 


JESTER: Missus, make sure food and drinks are served par- 
ticularly quickly. 


KAUSHIKI (getting up): Fortune favor you, sire. 
Exit KAUSHIKI along with the QUEEN and her ATTENDANTS. 2.80 


JESTER: What ho, this Malavika is unrivaled not just in 
beauty, but in skill too! 
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RAJA: vayasya, 
alvyajalsundarim tam 
vijfanena lalitena yojayata 
upakalpito vidhatra 
banah Kamasya visaldigdhah. [13] 
kim bahuna? cintayitavyo ’smi te. 
i r ee . . : els” se 
2.85 WVIDUSAKAH: bhavada vi aham! didham vipani|kandi via 
me udar |abbhandaram dajjai., 
RAJA: evam eva bhavan suhrdlarthe tvaratam. 
= r = . . = epee 
VIDUSAKAH: gahida|kkhano mhi. kim du meh |avali|ni- 
ruddha jonha via parahina|damsana tatta|hodi Malavia. 
bhavam vi stina|pariaro via giddho amisa|loluvo bhiruo 
a. ta an|aduro bhavia kajja|siddhim patthaanto me roasi., 
RAJA: sakhe, katham an|aturo bhavisyami? 
sarv |antah|pura|vanita| 
vyapara|pratinivrtta|lhrdayasya 
sa vamallocana me 
snehasy aikayani|bhira. [14] 
2.90 iti niskrantah sarve. 


iti dvitiyo ‘nkah. 
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ACT TWO 


KING: Comrade, 


When he imbued this innocent beauty 
with the discipline of coquetry, 
the creator crafted a poison-smeared arrow 


for the god of love. 
What else to say? Make sure you have a care for me. 


JESTER: And you for me, sir! To be sure, the inside of my 2.85 
tummy is burning like a cauldron in the marketplace.* 


KING: Kindly show the same drive in your patron's interest. 


JESTER: I shall grab the first opportunity for it.* But glimps- 
ing miss Malavika, like moonlight obscured by a bank 
of clouds, is controlled by other powers. While you, sir, 
are like a vulture hopping around the butchery, eager to 
snatch a gobbet but afraid. I’d much rather see you stop 
fretting and do something to achieve your aim. 


KING: Friend, how am I to stop fretting? 


My heart has turned away from dalliance 
with any of the ladies in the harem, 
And that pretty-eyed girl has become 
the only aim of my love. 
Exeunt all. 2.90 


End of the second act. 


67 


INTERLUDE 


3.1 tatah pravisati parivrajikdydh PARICARIKA. 


3-5 


= ee . S = -s 
PARICARIKA: Anatta mhi bhaavadie, «uvaan’|attham bija| 
puraam genhia aaccha» tti. ta java pamada|vana|paliam 
. —* . 5) Pe 
Mahuariam annesami., (parikramy’ dvalokya ca) esa ta- 


vani |4soam oloanti citthadi. java nam sambhavemi. , 
tatah pravisaty UDYANA|PALIKA. 


= r. , . sek - 
PARICARIKA (upasrtya): Mahuarie, avi suho de ujjana|vva- 


varo?, 
ie. SF af peo “oS 
MADHUKARIKA: amho, Samahidia! sahi, saadam de., 


- - 7 = ae . ° ee ee - 
SAMAHITIKA: hala, bhaavadi anavedi: «a|ritta|panina amha- 
risa|janena tatta|hodi devi dakkhidavwva. ta bija|piiraena 


sussusidum icchami» tti., 


=.) TF “Ls we = : 
MADHUKARIKA: nam samnihidam bija|piraam. kahehi, an- 
nonna | samgharisidanam natt’ | aarianam uvadesam 


dekkhia kadaro bhaavadie pasamsido tti?, 


= - iF a = . . = . 
SAMAHITIKA: duve vi kila 4amino paoa|nipuna a. kim du 


sissa|guna|visesena unnamido Ganadaso., 


aol = o- 2 . - Jj: 
MADHUKARIKA: aha Malavia|gadam kolinam kim suniadi?, 
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Enter SAMAHITIKA, the mendicant woman’ handmaid. 3.1 


SAMAHITIKA: Her reverence has ordered me to fetch her 
a citron* to offer as a present. So I’m now looking for 
Madhu-karika, the custodian of the pleasure garden. 
(walking about and looking) There she stands, staring at 
the golden ashéka tree.* I'll just greet her. 


Thereupon enter MADHU:KARIKA, the custodian of the garden. 


SAMAHITIKA (approaching): Madhu-karika, are you doing 
well in the garden? 


MADHU:KARIKA: Hey, it’s Samahitika! Good to see you, my 3.5 
friend. 


SAMAHITIKA: My dear, her reverence said: “The likes of me 
ought not to go empty-handed to see Her Majesty the 


queen. So I want to pay homage to her with a citron.” 


MADHU:-KARIKA: Well, the citron tree is right here. But tell 
me, which of the two contending dance masters did her 
reverence approve after seeing what they had taught? 


SAMAHITIKA: Apparently both are learned, and skilful in 
presentation too. But Gana-dasa got a boost from the 
special merits of his pupil. 


MADHU-KARIKA: And what does the grapevine* say about 
Malavika? 
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3.10 SAMAHITIKA: baliam khu s’|4hilaso tassim bhatta. kevalam 
devie Dharinie cittam rakkhamano attano pahuttanam 
na damsedi. Malavia vi imesu diahesu anuhtda|mutta 
via maladi|mala milaamana lakkhiadi. ado varam na 
jane. visajjehi mam., 


MADHUKARIKA: ‘edam sah” | 4valambidam bija | paraam 
genha. 


SAMAHITIKA (natyena grhitva): ‘hala, tumam vi idot pesala- 
daramf sahu|jana|susstsae phalam paehi.f, 


iti prasthita. 


2.1 ‘ eis 
MADHUKARIKA: sahi, samam evva gacchamha. aham vi ima- 
ssa ciraamana|kusum’|uggamassa tavani |4soassa dohala| 
nimittam devie vinnavemi., 


- ee ee ee = 
3.15 SAMAHITIKA: jujjai. ahiaro khu tuha., 
iti niskrante. 


pravesakah. 
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SAMAHITIKA: Our lord is hooked on her pretty badly. The 3.10 
only thing stopping him from standing up for his rights 
is his respect for queen Dharini’s feelings. And Malavika 
too seems to be wilting away these days like a used and 
discarded jasmine* garland. I know nothing more. You'd 
better let me go now. 


MADHU-KARIKA: Grab this citron hanging down from the 
branch. 


SAMAHITIKA (mimes plucking it): As for you, my dear, may 
you obtain a sweeter fruit for your service to the saintly 


lady. 
She sets off: 


MADHU-KARIKA: Let’s go together, my dear. I’m going to 
report to the queen that this golden ashéka is still not in 
bloom because it’s got the cravings.* 


SAMAHITIKA: Right. It’s your responsibility after all. 3.15 
Exeunt. 


End of the interlude. 
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ACT THREE 


tatah pravisati kimayamdn/dvastho RAJA VIDUSAKAS ca. 
RAJA (4tmanam vilokya): 


3.20 Sariram ksamam syad 
alsati dayit” |alingana|sukhe. 
bhavet s’|4sram caksuh, 
ksanam api na sa drsyata iti. 
taya sarang |aksya 
tvam asi na kada cid virahitam— 
prasakte nirvane, 
hrdaya, paritapam vrajasi kim? [1] 


VIDUSAKAH: ‘alam bhavado dhiradam ujjhia paridevidena! 
dittha mae tatta|hodie Malaviae pia|sahi Baiilavalia. su- 


navida a mae jam bhavada samdittham.f, 


RAJA: tatah kim uktavati? 


- ro, ° 7 ES er ee 
VIDUSAKAH: «vinnavehi bhattaram: anugahida mhi imina 


nioena. kim du sa tavassini devie ahiadaram rakkhiama- 


na naa|rakkhido via nihi na suham samasadaidawva. taha 


vi ghataissam» tti., 


RAJA: bhagavan samkalpalyone! pratibandhavatsv api visa- 


yesv abhinivesya tatha praharasi, yatha jano ‘yam kal’| 


Antara|ksamo na bhavati! (sa/vismayam) 


3.25 kva ruja hrdaya|pramathini 
kva ca te visvasaniyam ayudham? 
mrdu tiksanataram yad ucyate, 
tad idam, Manmatha, drsyate tvayi. [2] 


76 


Enter the KiNG in a lovelorn mood, with the JESTER. 
KING (looking at himself): 
My body may well be haggard, bereft of the joy 


of my beloved’s embrace. 
My eyes may well brim with tears, never seeing her 
for a moment. 
But you, my heart, are ever united 
with that doe-eyed girl— 
why then do you burn with pain 
in your ceaseless exaltation? 


JESTER: Sir, will you please stop this effete moaning! I’ve 
seen Miss Malavika’s friend Bakulavalika and told her 


your instructions. 
KING: What did she say then? 


JESTER: She said: “Tell our lord that this task is an honor for 
me. But the poor girl is now guarded even more closely 
by the queen, so like a trove guarded by a serpent, she 
wont be easy to reach. But I'll manage it anyway.” 


KING: My lord born in the womb of desire!* You make me 
fall for a goal riddled with obstacles, then whip me so | 


cant even bear waiting! (bewildered) 


What's this heart-wrenching anguish 

from your hope-inspiring weapons?* 

They say the soft is harsher than the harsh—* 
and you are the living proof of that, Love. 


Ta 


3.20 


MALAVIKA AND AGNI-MITRA 


= r eae . - eee . - 
VIDUSAKAH: nam bhanami, «tassim sahanijjef kido uva’| 


évakkhevo» ti? ta pajjavatthavedu bhavam attanam., 


RAJA: ath’ émam divasa|$esam ucita|vyapara | vimukhena 


cetasa kva nu khalu yapayami? 


VIDUSAKAH: ‘nam bhavam ajja pudhamam vasand’|odaral 
siiaaim ratt’|4soa|korakaim uvaanam pesia nava|vasand | 
Avadar | 4vadesena Iravadie Niunia| muhena patthido: 
«icchami ajjajuttena saha dol” |4hirohanam anuhavidum» 
ti. bhavada vi se padinnadam. ta pamada|vanam ewva 


gacchamha., 
RAJA: na ksamam idam! 
= r . 
3.30 VIDUSAKAH: kaham via?, 


RAJA: vayasya, nisarga|nipunah striyah. katham mam anya| 
samkranta|hrdayam upalalayantam api te sakhi na laksa- 
yisyati? atah pasyami, 


ucitah pranayo varam vihantum 
—bahavah khandanalhetavo hi drstah— 
upacara|vidhir manasvininam 


na tu purv abhyadhiko pi bhava|sinyah. [3] 
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ACT THREE 


JESTER: Haven't I told you I’ve made a beginning with my 
strategy to achieve your aim? So why don’t you compose 
yourself, sir. 


KING: But where shall I pass the rest of the day, with no 
mind at all for my customary activities? 


JESTER: Wasn't it just now that Iravati sent you a present 
of red ashéka* buds, the first harbingers of the coming 
of spring? She has appealed to you through Nipunika 
on the occasion of the arrival of the new spring, saying, 
“T long to experience the pleasures of the garden swing 
with my noble husband.” And you, sir, have promised 
her. So we're going straight to the pleasure garden. 


KING: Impossible! 
JESTER: How come? 


KING: Women are perceptive by nature, comrade. How 
could your lady friend* not notice, even while I’m ca- 
ressing her, that my heart has gone to someone else? So 
I deem that 


it is more proper to reject the advances 
of a clever woman— 
for many excuses can be found for spurning her— 
than merely to go through the motions 
of ministering to her, 
if more ardently than before, but without affection. 
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3-30 


3.40 


MALAVIKA AND AGNI:MITRA 


VIDUSAKAH: ‘nn’ Arihadi bhavam andeluralpaditthidam dak- 
khinnam ekka|pade pitthado kadum., 


RAJA (vicintya): tena hi pramada|vana|margam adesaya. 
2 r. . 

VIDUSAKAH: ido ido bhavam., 

ubhau parikramatah. 


- cr 

VIDUSAKAH: nam edam pamada|vanam pavana|bala|ca- 
lahim pallav |angulihim tuvaredi via bhavandam pave- 
sidum., 


RAJA (sparsam ripayitva): abhijatah khalu vasantah! sakhe, 
pasya: 
amattanam sravana|subhagaih 
kajitaih kokilanam 
s |anukrogam manasija|rujah 
sahyatam prcchat” éva 
ange cuta|prasava|surabhir 
daksino maruto me 
sandra|sparsah kara|tala iva 
vyaprto madhavena. [4] 


S c ° . ‘Il-L- 
VIDUSAKAH: pavisa nivvudillahaa., 
ubhau pravisatah. 


VIDUSAKAH: ‘bho vaassa, avahanena ditthim dehi! edam 
khu bhavandam vilohaidu|kamae pamada|vana|lacchie 
juvailvesa|lajjavaittaam vasanda|kusuma|nevattham ga- 
hidam. 


RAJA: nanu vismayad avalokayami: 
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ACT THREE 


JESTER: Sir, you oughtn’t to turn your heel suddenly on 
your customary gallantry to the ladies of the harem. 


KING (reflecting): Well then, lead me to the pleasure garden. 
JESTER: This way, sir. 
They walk about. 


JESTER: Well, here’s the pleasure garden, waving to you as it 
were with its frond-fingers swaying in the breeze, urging 
you to enter. 


KING (miming the feel of the breeze on his body): Spring is 
indeed noble! Look, friend: 


By the cooing of the lustful cuckoos,* 
so pleasant to the ear, 

the honeyed season all but enquires how I bear 
the pain of love; 

and caresses my body with his soothing palm, 

the southerly breeze scented with mango blossom.* 


JESTER: Enter and find respite. 
They enter the garden. 


JESTER: What ho, comrade, look closely! Hoping to beguile 
you, the goddess of the pleasure garden has donned a 
robe of spring flowers to shame the dresses of damsels. 


KING: I’m really astonished to see how 
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3-35 


3.40 


MALAVIKA AND AGNI-MITRA 


rakt’|4soka|ruca visesitalguno 
bimb ’|4dhar’|alaktakah; 
pratyakhyata|visesakam kurabakam 
yam |avadat |4runam; 
akranta tilaka|kriy” api tilakair 
lagna|dvireph |4fjanaih— 
s |avaja” éva mukha|prasadhana|vidhau 
rir madhavi yositam. [5] 


3.45 ubhav udyana/sobham nirupayatah. tatah pravisati paryut- 
suka MALAVIKA. 


MALAVIKA: alvinnadal|hiaam bhattaram ahilasandi attano vi 
dava lajjemi. kudo vihavo siniddhassa sahilanassa imam 
vuttantam acakkhidum? na jane, a|ppadiara| guruam 
veanam kettiam kalam maano mam naissadi tti., (kati cit 


padani gatva) kahim khu patthida mhi?, 


(vicintya) ah, samdittha mhi devie, «Godama|cavalado dolA{ 
paribbhatthae sa|ruja maha calana. tumam dava tavani| 
Asoassa dohalam niwvattehi. jadi so paficalratt’ |Jabbhan- 
tare kusumam damsedi, tado aham tuha..., (antara nib- 
svasya) ‘ahilasa|piraittaam pasidam daissam» ti. ta java 
nioa|bhamim pudhamam gada homi. java anupadam 
maha calan’|alankara|hatthade Baiilavaliae aandavvam, 


paridevaissam dava visaddham muhuttaam., 
iti parikramati. 
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ACT THREE 


the luster of the red ashéka excels 
the brightness of lac* on bimba* lips; 
the kurabaka,* red poised against dark,* 
outclasses face marks;* 
the télaka flowers,” bees clinging to them 
like black dots, surpass forehead designs—* 
the goddess of spring seems to deride the ways 
women embellish their faces. 


They mime admiring the beauty of the garden. Then enter 3.45 
MALAVIKA in a flurry. 


MALAVIKA: I’m actually ashamed of myself for hankering 
after our lord when I don’t know his heart. And where 
do I find the strength to tell this story to my cherished 
friends?* And I don’t know how long Love will continue 
to afflict me with this pain, the worse for being irreme- 
diable. (walking a few steps) Now where was I going? 


(thinking) Ah yes, the queen has told me, “I have fallen off 
the swing because of Gautama's clumsiness, and my feet 
hurt. So I want you to fulfill the golden ashéka’s crav- 
ing. If its flowers appear within five days, then I'll grant 
you... (sighing) the fulfillment of your desire.” So first 
I must go where I can carry out my task. Bakulavalika 
is supposed to be coming right after me, bringing the 
foot jewelry,* but until she arrives, I have a moment to 
lament undisturbed. 


She walks about. 
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2 = ro es = = ss 
VIDUSAKAH (drstvd): hi hi! iam khu sihu|pan’|uvvejidassa 
macchandia uvanadal, 


3.50 RAJA: aye, kim etat? 


= Te foes A Je oe = os oe Soe 
VIDUSAKAH: esa khu n’ adilpajjatta|vesa pajjussua via eaini 
Malavia aldire vattadi., 


RAJA (sa/harsam): katham, Malavika? 
- cr . 
VIDUSAKAH: aha im?, 
RAJA: Sakyam idanim jivitam avalambitum. 


3.55 tvad upalabhya samipa|gatam priyam 
hrdayam ucchvasitam mama viklavam, 
taru|vrtam pathikasya jal’ |4rthinah 
saritam arasitad iva sarasat. [6] 


atha kva tatra|bhavati? 


a roo. = eof - ° as 
VIDUSAKAH: esa nam taru|rai|majjhado nikkanda ido evva 
aacchadi., 


RAJA (vilokya salharsam): vayasya, pasyamy enam. 


vipulam nitamba|bimbe, 

madhye ksamam, samunnatam kucayoh, 
atyayatam nayanayor— 

mama jivitam etad ayati. [7] 


3.60 sakhe, purvasmad avasth”|antaram uparadha tatra|bhavati. 
tatha hi, 
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ACT THREE 


JESTER (seeing her): Hee hee! Brown sugar’s at hand if you're 
addled with rum!* 


KING: Eh, what’s that? 3.50 


JESTER: None other than Malavika, standing nearby on her 
own, wearing scant jewelry* and looking flustered. 


KING (with glee): What, Malavika? 
JESTER: Exactly. 
KING: Now I can hang on to my life. 


Learning from you that my darling is near, 3.55 
my infirm heart has found respite, 
like a parched traveler’s who knows 
by a crane’s calls* 
that a river awaits beyond the trees. 


But where is she? 


JESTER: Don't you see her coming our way as she ambles 
out of that row of trees? 


KING (looking, with glee): 1 see her now, comrade. 


Here comes my very life, melon buttocks broad 
and waist thin, 
breasts perkily rising, eyes very long.* 


My friend, she’s quite different* than she used to be. That 3.60 
is to say, 
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3.65 


MALAVIKA AND AGNI-MITRA 
Sara|kanda|pandulganda| 
sthal” éyam abhati parimit’|abharana, 
madhava|parinata|patra- 


katipaya|kusum” éva kundallata. [8] 


= rol . -[° = Siete = 
VIDUSAKAH: esa vi bhavam via maana|vvahina paramittha 
bhavissadi., 


RAJA: sauhardam evam pasgyati. 


= a. OE . ITA a . 
MALAVIKA: aam so lalia|dohal’|4vekkhi a|gahida|kusuma| 
nevattho ukkanthidae maha anukaredi asoo. java se pa- 
cchaa|sidale sila|pattae nisanna attanam vinodemi., 


= r = . 7 . 
VIDUSAKAH: sudam bhavada? «ukkanthida mhi» tti tatta| 
hodie mantidam., 


RAJA: n aitavata bhavantam prasanna|tarkam manye. kutah: 


vodha kurabaka|rajasam 
kisalaya|puta|bheda|sikar’|4nugatah 
a|nimittam utkantham 
api janayati Malayalvato ‘yam. [9] 
MALAVIK 6pavista. 


RAJA: vayasya, itas tavat! avam lat”|4ntaritau bhavavah. 


< mr ° . = ees 
3.70 VIDUSAKAH: Iravadim via aldire pekkhami., 


RAJA: na hi kamalinim drstva graham aveksate matangaljah. 
iti vilokayan sthitah. 
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ACT THREE 


With her cheeks sallow like the stalk of a reed* 
and hardly wearing jewelry, 

she appears like a jasmine creeper* late in the spring, 
with leaves aged* and but a few flowers left. 


* 


JESTER: She too, like you, may have been ravaged by the 
sickness of love. 


KING: You see it that way because you're my friend. 


MALAVIKA: This ashéka tree is like me in its longing, hoping 
for the fulfillment of its gentle craving and bereft of its 
flowery robe. I’ll just sit down on this slab of rock, cool 
in the tree’s shade, to while away my time. 


JESTER: Did you hear that? She's talking about her longing. 3.65 
KING: That isn’t enough to prove your speculation. For: 


Bearing kurabaka pollen and bringing 
dewdrops from bursting buds, 

this wind from the south* can incite yearning 
without any further cause. 


MALAVIKA Sits down. 
KING: Over here, comrade! Let’s hide behind the bush. 
yesTER: I think I see Iravati coming. 3.70 


KING: The elephant doesn’t care for the crocodile when he 
sees a lotus plant.* 


He stays there, peeking. 
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3-75 


3.80 


MALAVIKA AND AGNI-MITRA 


= = Up . <= = . . 
MALAVIKA: hiaa, nirlavalambado mano|rahado virama! kim 


mam aasesi?, 


VIDUSAKO RAJANAM aveksate. 


RAJA: priye, pasya vamatam snehasya! 


autsukya|hetum vivrnosi na tvam, 
tattv |avabodh’'|aika|rasof na tarkah. 

tath” api, rambh”|6ru, karomi laksyam 
atmanam esam paridevitanam. [10] 


e r . . . 
VIDUSAKAH: sampadam bhavado nis|samsaam bhavissadi. 
esa appida|maana|samdesa vivitte nam* Baiilavalia uva- 


tthida. 
RAJA: api smared asmad|abhyarthanam? 


= 7. ae = ahs *J- 
VIDUSAKAH: kim danim esa dasie duhida tuha guruam 
samdesam visumaredi? aham vi dava na visumaremi!, 


(pravisya caran |alankaralhasta) 
7 Srl Sais = 
BAKULAVALIKA: avi suham sahie?, 
= ee oo] oe oe . 
MALAVIKA: amho, Baiilavalia! sahi, saadam de. uvavisa., 


= = o; iz = - ma 7 

BAKULAVALIKA (upavisyat): hala, tumam dava danim devie 

joggadae niutta. ta ekkam de calanam uvanehi, javat s| 
Alattaam, sa|jmeuram karemi., 


- a 7. ° = . 
MALAVIKA (sva/gatam): hiaa, alam suhidadae, «aam vihavo 
uvatthido» tti! kaham danim attanam mocaeam?f aha 

va edam evva maha miccu|mandanam bhavissadi?, 
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ACT THREE 


MALAVIKA: Give up this groundless desire, my heart! Why 
do you nag me? 


The JESTER looks pointedly at the KING. 
KING: My dear, see how devious love is! 


Neither do you reveal the cause of your yearning, 
nor does logic, which cares only for exposing facts. 
Nonetheless I take it, lovely-legged girl,* 


that I am the object of your lamentations. 


JESTER: Soon you won't doubt any more. Here comes Baku- 
lavalika to see her in private, carrying your love message. 


KING: Will she remember my request? 


JESTER: How could this lowly wench forget your illustrious 
message? Even I can’t get it out of my mind! 


Enter BAKULAVALIKA with foot ornaments in hand. 
BAKULAVALIKA: Are you all right, my friend? 


MALAVIKA: Oh, it’s Bakulavalika! Good to see you, dear. Sit 
down. 


BAKULAVALIKA (sitting down): Well, my dear, at last the 
queen gives you a fitting task.* So put up a foot and let 
me paint it with lac and put an anklet on. 


MALAVIKA (to herself): Don't be so thrilled, my heart, at this 
promotion! How am I to get out of this? Or shall these 
very jewels be my funeral decoration? 
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3.80 


MALAVIKA AND AGNI:MITRA 


= ~ r e e- e - ° =—IIA 
3.85 BAKULAVALIKA: kim viaresi? ussua khu imassa tavani |asoa- 


ssa kusum’|uggame devi., 
RAJA: katham? asoka|dohada|nimitto ’yam arambhah? 


2 ee ear ae = a ee 
VIDUSAKAH: kim khu na janasi, a|kalanado devi imam an- 
dejura|nevatthena na samjoaissadi tti?, 


= = «ly = . . ye 
MALAVIKA: hala, marisehi dava nam, 
iti padam upaharati. 

= mee ihre Say = . 
3.90 BAKULAVALIKA: ai, sariram si me., 
iti natyena carana/samskaram arabhate. 
RAJA: 
caran |anta|nivesitam priyayah 
sa|rasam pasya, vayasya, raga|rekham, 


prathamam iva pallava|prasitim 
Hara|dagdhasya Manobhava|drumasya. [11] 


& r A 2 = .- 
VIDUSAKAH: calan’|4nurivo khu tatta|hodie ahiaro uva- 


kkhitto., 
RAJA: samyag aha bhavan. 


3.95 nava|kisalaya|ragen’ 4gra|padena bala 
sphurita|nakha|ruca dvau hantum arhaty anena: 
alkusumitam asokam dohad’|apeksaya va 
pranamita|sirasam va kantam ardr’|4paradham. [12] 


go 


ACT THREE 


BAKULAVALIKA: Why are you dithering? Her Majesty is ea- 3.85 
ger to see this golden ashéka bloom. 


KING: What? So this is all about the ashéka’s craving? 


JESTER: Surely you realize that the queen wouldn't dress her 
up in harem finery* for no reason. 


MALAVIKA: Sorry about this,* my dear! 

She offers up her foot. 

BAKULAVALIKA: Come on, you and IJ are one body. 3.90 
She mimes starting to decorate her foot. 


KING: 
Look, my friend, this juicy line of crimson 
drawn round the edge of my darling’s foot 
is like the first sprout bursting on the tree of Love 
that has been scorched by Shiva.* 


JesTER: The task the lady's been given is indeed worthy of 
her feet. 


KING: That’s right. 


Two targets merit a kick from this maiden’s foot, 3.95 
flushed like a new sprout and 
flashing with bright nails: 
the flowerless ashéka because of its craving, 
or a lover bowing his head 
because of his fresh misdeed.* 


3.100 


3.105 


MALAVIKA AND AGNI-MITRA 


= cr ° . a 
VIDUSAKAH: paharissadi tatta|hodi tumam avaraddham., 
RAJA: pratigrhitam vacah siddhi/darsino brahmanasya. 
tatah pravisati yuktalmad” ERAVATI CETI ca. 


= - iO Pa . . aos . . o- 
IRAVATI: hafje Niunie, sunami bahuso, mado kila itthia| 


janassa visesajmandanam tti. avi sacco loa|vado aam?, 


we: UE 2 oe 
NIPUNIKA: pudhamam loa|vado evva. ajja una sacco sam- 


vrtto., 


= =F ees deh ase as 
IRAVATI: alam mai sinehena. kudo danim avagadam, dola| 


gharam pudhamam gado bhatta tti?, 
NIPUNIKA: ‘bhattinie alkhandidado panaado., 
IRAVATI: ‘alam sevae! majjhatthadam genhia bhanahi., 


- FT A - oe . 
NIPUNIKA: vasand’|6vaana|loluvena ajja|Godamena kahi- 


dam. tuvaradu bhattini., 


- = 2 , . Lc ae : 
IRAVATI (avasthalsadrsam parikramya): haije,t madena ki- 
lamiamanam attanam ajja|utta|\damsane hiaam tuvara- 


vedi. calana una na magge pasarandi., 
aie he _ 
NIPUNIKA: nam sampatta mha dola|gharaam.., 
~ - Ay . ee - 
IRAVATI: Niunie, na ettha ajjajutto disai, 
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ACT THREE 


yesTER: She'll kick you for sure if you wrong her. 


KING: I acknowledge the words of the clairvoyant brahmin 
who foresees my success. 


Enter 1RAVATI, tipsily, with a MAID. 


rRAvATI: Nipunika, I’ve often heard that tipsiness makes a 
woman all the more beautiful. Is this folk saying true? 


NiPUNIKA: It used to be just a folk saying, but today you 3.100 
prove it true. 


IRAVATI: Away with your niceties. How do you know my 
husband’s already gone to the swing gazebo? 


NipUNIKA: From his unfailing love for you, mistress.* 
IRAVATI: Cut the flattery! Speak objectively. 


NiPUNIKA: Mister Gautama told me, eager for spring gifts.* 
Hurry, mistress. 


IRAVATI (walking about in a way befitting her state*): Girl, 3.105 
my heart is languid with drink and would have me rush 
to see my noble husband. But my feet just won't stay on 


the path. 
NIPUNIKA: Why, we've just arrived at the swing gazebo. 
rRAvATI: Nipunika, I don’t see my noble husband here! 
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3.110 


3.115 


MALAVIKA AND AGNI:-MITRA 


0 °F ey ee “lL - ° . ° 

NIPUNIKA: oloedu bhattini. parihasa|nimittam kahim vi 

gidhena bhattina hodavvam. amhe vi imam piangulla- 
da|parikkhittam asoa|sila|pattaam pavisamha., 


IRAVATI tathda karoti. 


= ‘ . . a ae Lee 
NIPUNIKA (parikramya, vilokya): oloedu bhattini! cid’|an- 
kuram vicinnandinam amhanam pipiliahim damsidam., 


= - |. . 
IRAVATI: kim via edam?, 


ar ee oof eo a aus = on 
NIPUNIKA: esa Baiilavalia asoa|paava|cchaae Malaviae calan’ 


alan|karam nivvattedi., 


IRAVATI (Sankam riipayitva): albhimi iam Malaviae. katham 


ettha takkesi?, 


ao TE . 7 . °j- : ss 
NIPUNIKA: takkemi, dola|paribbhamsidae sa|ruja|calanae 
devie asoa|dohad’|ahiare Malavia niutta tti. annaha ka- 
ham devi saam dhariam neura|jualam parianassa abbha- 


nujanissadi?, 
- oh = < = 
IRAVATI: mahadi khu se sambhavana., 
- y. = . = 
NIPUNIKA: kim na annesiadi bhatta?, 


a - | ow. = . 
IRAVATI: hafje, na me calana annado pavattandi, mano 
vi kim vit viaredi. asankidassa dava antam gamissam., 
= - . = ry. - 
(MALAVIKAM nirvarnya, atmalgatam) thane khu kadaram 


me hiaam., 
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ACT THREE 


NipUNIKA: Look around, mistress. His Majesty must have 
hidden somewhere for a laugh. We should just sit down 
under the ashéka tree on this slab of rock surrounded by 


priyangu plants.* 
IRAVATI does so. 
NiPUNIKA (walking about, looking): Look out, mistress! The 


ants have bitten while we were busy looking for mango 
sprouts. * 


rRAVATI: What are you nattering about? 


NiPUNIKA: Here’s Bakulavalika decorating Malavika’s feet 
in the shade of the ashéka tree. 


IRAVATI (miming suspicion): Malavika shouldn't be here. 
What do you think? 


NipUNIKA: What I think is that when Her Majesty had 
fallen off the swing and her foot was hurt, she commis- 
sioned Malavika to fulfill the ashéka’s craving. Why else 
would she have permitted a maid to use that pair of an- 
klets she usually wears herself? 


rRAvATI: A great honor to her indeed. 
NipuNIKA: Shouldn't we look for His Majesty? 


RAvATI: Girl, my legs just won't carry me anywhere. And 
I’m having funny thoughts. First ll find out about my 
suspicions. (looking at MALAVIKA, to herself) She's cer- 
tainly one to be wary of. 
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3.110 


3.115 


3.120 


3.125 


MALAVIKA AND AGNI-MITRA 


= - , = ae . = 
BAKULAVALIKA (caranam darsayanti): avi roadi de aam raa| 
reha|vinnaso?, 


- - iF oer . : 
MALAVIKA: attano calanalgado tti lajjemi nam pasamsidum. 


kahehi, kena pasahana|kalae ahivinid” Asi, 
BAKULAVALIKA: ettha khu bhattino sissa mhi., 
VIDUSAKAH: ‘tuvarehi danim guru|dakkhinie.. 
MALAVIKA: ditthia na gawvida si., 


BAKULAVALIKA: uvades’|anuriive calane lambhia ajja gavvida 
bhavissam., (atma/gatam) ‘hanta, siddham me doccam., 
(prakasam, ragam vilokyat) ‘sahi, ekkassa de calanassa 
avasido raga|nikkhevo.t kevalam muha|marudo lam- 
bhaidavwvo. aha va... pavidam evva edam thanam.., 


RAJA: sakhe, pasya, pasya! 
ardr’|alaktakam asyas 


caranam mukha|marutena vijayitum 
pratipannah prathamatarah 
samprati sev’ |avakaso me. [13] 


= r, . “ 
VIDUSAKAH: kudo de anusao? ciram bhavada edam kamena 
anuhodavvam.., 


- - iF . . . 
BAKULAVALIKA: sahi, aruna|sada|pattam via sohadi de cala- 
nam. savvaha bhattino anka/parivattini hohi. 


IRAVATI NIPUNIKA/mukham aveksate. 
RAJA: mam’ éyam 4sih. 


96 


ACT THREE 


BAKULAVALIKA (pointing at MALAVIKA 5 foot): Do you like the 
pattern I painted? 


MALAVIKA: I’m only shy to praise it because it’s on my own 
foot. Tell me, who instructed you in the art of makeup? 


BAKULAVALIKA: Actually I learned from His Majesty. 
yesTER: Hurry, ask for the teacher's fee. 
MALAVIKA: I applaud your lack of arrogance. 


BAKULAVALIKA: I shall be proud now that I have worked 
on feet worthy of what I learned. (to herself) Right, that 
takes care of my mission. (aloud, inspecting the paint) I've 
finished painting one foot, my friend. Now I just need 
to blow on it. Or... we have a breeze here, anyway. 


KING: Look, my friend, look! 


This could be a prime opportunity to serve her: 
to blow with my mouth on the wet paint 
on her foot. 


JESTER: Why so sorry? In due course you'll have plenty of 
opportunity to do so. 


BAKULAVALIKA: My friend, your foot is as pretty as a red 
waterlily. May you ever remain by our lord’s side: rock 
on your husbands lap. 


IRAVATI glances at NIPUNIKAS face. 
& 


KING: Just what I pray for. 


97 


3.120 


3.125 


3.130 


3-135 


3.140 


MALAVIKA AND AGNI-MITRA 


= - #46, = £ ° 
MALAVIKA: hala, alvaaniam mantesi!, 
= 2). UE . . 
BAKULAVALIKA: mantidavvam evva mae mantidam., 
- a. Be ee 
MALAVIKA: pia khu aham tuha., 
= oe WE 
BAKULAVALIKA: na kevalam maha..., 
a ae = 
MALAVIKA: kassa va annassa?, 
- - r e e e ° ° 
BAKULAVALIKA: gunesu ahinivesino bhattino vi., 
- - r = e ee > ° 
MALAVIKA: aliam mantesi. edam evva mai n’ atthi., 


= - iF ° . . . 
BAKULAVALIKA: saccam tui n’ atthi? bhattino kisesu dara}| 


panduresu angesu disai, 
ee . . Ss 
NIPUNIKA: pudhamal|ganidam via had’|asae uttaram.., 


7 of FE - = ° . ° . 
BAKULAVALIKA: anurao anuraena parikkhidavvo tti suljanal 


vaanam pamani|karehi., 
= - |. . 
MALAVIKA: kim attano chandena mantesi?, 


- a5 Ue . . -° . -_ 
BAKULAVALIKA: na hi! bhattino edaim panaa|miduaim ak- 


kharaim bimb landaridaim.., 
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ACT THREE 


MALAVIKA: You mustn't say things like that, my dear! 3.130 
BAKULAVALIKA: I only said what was right and proper. 

MALAVIKA: Youre really fond of me. 

BAKULAVALIKA: Not only I... 

MALAVIKA: But who else? 

BAKULAVALIKA: Our lord who is partial to special charms. 3.135 
MALAVIKA: ‘That isn’t true. He isn’t... like that about me. 


BAKULAVALIKA: Isn't he indeed? But his emaciated and pal- 
lid body shows it! 


NipUNIKA: The hussy’s answer sounds ready-made. 


BAKULAVALIKA: You should go by what good folk say: that 


love’s test is love. 
MALAVIKA: Are you saying what you hope to be so? 3.140 


BAKULAVALIKA: No way! What I say is a reflection of our 


lord’s words tender with love. 
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3.145 


3.150 


MALAVIKA AND AGNI-MITRA 
= acy i : ie icletnon . : ° 4: 
MALAVIKA: hala, devim vicintia na me hiaam vissasidi.. 


= =. We = . 
BAKULAVALIKA: muddhe, bhamara|sambadhof tti vasand’| 


Avadara|savvassam kim na ciida|ppasavo odamsidawvo?, 


- ate f = epee aS 
MALAVIKA: tumam dava duj|jade maha accanda|sahaini 


hohi., 
BAKULAVALIKA: vimaddalsurahi Baiilavalia khu aham., 
RAJA: sadhu, Bakulavalike, sadhu! 


bhava|jfan’|anantaram prastutena, 
pratyakhyane dattalyukt ’|6ttarena 

vakyen’ éyam sthapita sve nidese. 
sthane pranah kaminam dity|adhinah. [14] 


IRAVATI: ‘hafije, pekkha! karida evva edassim Baiilavalide 
padam Malavia!, 


w Uy ee . oie . . 
NIPUNIKA: Dbhattini, nivviarassa vi ussuattana|janao uva- 


deso., 


a - ye . ° ° 7 
IRAVATI: thane khu samkidam me hiaam. gahid’|attha an| 


antaram cintaissam.., 


7 enact, . ° . . 
BAKULAVALIKA: eso dudio vi de nivutta|padikammo calano. 
java duve vi sa|neure karemi. , (ndtyena nipura/yugalam 
as r i ° . = emi ios 
amucya) hala, utthehi. anucittha devie asoa|viasaittaam 


nioam., 


I0o 


ACT THREE 


MALAVIKA: My heart despairs when I think of the queen, 
my dear. 


BAKULAVALIKA: Silly girl, the mango flower, the very essence 
of the coming of spring, is thronged by bees, but who 
would hesitate to use it for an ear ornament?* 


MALAVIKA: Then you must help me by all means if the going 
gets rough. 


BAKULAVALIKA: I’m justly named after the bdkula flower,* 3.145 
whose scent only grows stronger when bruised. 


KING: Bravo, Bakuldavalika, bravo! 


She sounded her out, then introduced the message; 
she cancelled her objections by witty replies; 
her speech brought her under her sway. 
True indeed: the lives of lovers depend 
on the go-between. 


IRAVATI: Just look at that, girl! Bakulavalika has practically 
pushed Malavika toward him! 


NiPUNIKA: Majesty, her counsel would awaken desire even 
if there were none to begin with. 


rRAVATI: So my heart did have reason to suspect. I shall fig- 3.150 
ure out what to do next when I’ve got the details. 


BAKULAVALIKA: There, I’m done with your other foot. I'll 
just put anklets on both. (She mimes putting a pair of 
anklets on MALAVIKA.) Get up, my dear. Do the queen's 
command and make the ashéka bloom.* 


MALAVIKA AND AGNI-MITRA 


ubhe uttisthatah. 
= ay < ° . - ° 
IRAVATI: sudam, devie nioo tti. hodu danim., 


= = oF my = 
BAKULAVALIKA: eso uvaridha|rao uvabhoa|kkhamo purado 
de vattadi—, 


3.155 MALAVIKA (sa/harsam): ‘kim bhatta?, 


= = : r _ = = 
BAKULAVALIKA (sa/smitam): na dava bhatta. eso asoa|sah”| 
avalambi pallavalguccho. odamsehi dava nam.., 


si Poa = 
VIDUSAKAH: avi sudam bhavada?, 
RAJA: sakhe, paryaptam etavata kaminam. 


an|atur |6tkanthitayoh prasidhyata 
samagamen 4pi ratir na mam prati; 

paraspara|prapti|nirasayor varam 
Sarira|naso ‘pi sam’|4nuragayoh. [15] 


3.160 MALAVIKA racitalpallav/avatamsa sajlilam asokaya padam 
prahinoti. 


RAJA: vayasya, 


adaya karna|kisalayam 

asmad iyam atra caranam arpayati. 
ubhayoh sadrga|vinimayad 

atmanam vaficitam manye. [16] 
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ACT THREE 


They stand up. 


iRAVATI: Now we know it’s the queen’s command. Let it be 
for now. 


BAKULAVALIKA: Right before you, flushed with passion, 
ready to be ravished— 


MALAVIKA (with delight): The king? 3.155 


BAKULAVALIKA (with a smile): Well no, not the king. This 
spray of leaves hanging down from the ashéka branch. 
Why don’ you use it for an ear ornament? 


JESTER: Did you hear that, sir? 
KING: That much is enough for any lover, my friend. 


If one of a pair were enamored 
and the other unafflicted, 
their union, though successful, 
would seem joyless to me. 
Better if both perish, equally in love, 
but each hopeless to attain the other. 


After attaching the sprout to her ear, MALAVIKA playfully swings 3.160 
her foot at the tree. 


KING: Comrade, 


She accepts a twig to put behind her ear, 
and offers her foot in return. 

I feel she’s broken faith with me, for they have 
exchanged equal pledges. 
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MALAVIKA AND AGNI-MITRA 
= eee i = = = 
MALAVIKA: avi nama amhanam sambhavana sa|phala have?, 


BAKULAVALIKA: hala, n’ atthi de doso. nig|guno aam asoo, 
jai kusum|ubbheda|mantharo bhave, jo irisam calana| 
sak|karam lahei.. 

RAJA: 

3.165 anena tanu|madhyaya 

mukhara|nipur |aravina 

nav |ambu|ruha|komale- 
na caranena sambhavitah, 

asoka, yadi sadya e- 

va kusumair na sampatsyase 

vrtha vahasi dohadam- 
lalita|kami|sadharanam. [17] 


sakhe, vacan’|avasara|pirvakam pravestum icchami. 
= ry. lL = 
VIDUSAKAH: ehi, nam parihasaissam!, 
ubhau pravesam kurutah. 
- OF oe = ° : 
NIPUNIKA: Dbhattini, bhatta ettha evva pavisadi!, 
= lr S/n %@ . 
3.170 IRAVATI: evvam pudhamam mama cintidam hiaena.., 


= iz Pr = . 
VIDUSAKAH (upasrtya): hodi, juttamt nama attal|hodo pial 
vaasso asoo vama|padena tadedum?, 


r 2 
UBHE (sa/sambhramam): ambho, bhatta!, 


S Ty fe : . e as a 
VIDUSAKAH: Baiilavalie, gahid’|atthde tue atta|hodi irisam 
al|vinaam karandi kisa na nivarida?, 
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ACT THREE 


MALAVIKA: I wonder if our worship will be fruitful. 


BAKULAVALIKA: My dear, you are not at fault. It would be 
disgraceful of the ashéka to dawdle with flowering when 
he’s been honored by such a foot. 


KING: 


Ashéka, if you don’t burst out in flowers 
this very instant 
after this slender-waisted girl has honored you 
with her foot— 
tender as a fresh lotus and 
jingling with noisy anklets— 
then your craving, so like a playful lover’s,* 
is pointless. 


My friend, I need an opportunity to join them. 
JESTER: Come, I'll play a joke on them. 

They enter. * 

NIPUNIKA: Mistress, His Majesty is coming right here! 
IRAVATI: My heart suspected that from the beginning. 


JESTER (approaching the girls): Lady, do you really call it 
proper to strike his lordship’s dear friend the ashéka tree 
with your left : lovely foot?* 


THE TWO GIRLS (in a flurry): Look, the king! 


JESTER: Bakulavalika, you know how things stand.* Why 
didn’t you prevent this lady from committing such a 


breach of propriety? 
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3.165 


3.170 


MALAVIKA AND AGNI-MITRA 


MALAVIKA bhayam ripayati. 
- GG ° . oe ee 
3.175 NIPUNIKA: bhattini, pekkha, kim paiittam ajja|Godamenal, 
= - 6, = = eS. . 
IRAVATI: kaham bamha|bandhia annaha jivissadi?, 


= - 'F 4. = is . . . ° 
BAKULAVALIKA: ajja, esa devie nioam anucitthadi. edassim 


adikkame paravadi iam. pasidadu bhatta., 
atmanad samam endm pranipatayati. 
RAJA: yady evam, anlaparaddh” 4si. uttistha, bhadre. 
3.180 hastena grhitv” otthapayati. 
= eT = mh) tee = 
VIDUSAKAH: jujjai. devi ettha manaidawva., 
RAJA (vihasya): 
kisalaya|mrdor, vilasini, 
kathine nihitasya padapa|skandhe 
caranasya na te badha 
samprati, vam'|Gru, vamasya? [18] 


MALAVIKA lajjdm ndtayati. 


- a E ~ . es 
3.185 IRAVATI: aho, navanida|kappal|hidao ajja|utto!, 
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ACT THREE 


MALAVIKA mimes dismay, 
N{PUNIKA: Majesty, see what Mister Gautama is up to! 3.175 


IRAVATI: How else could the son-of-a-brahmin* make a 


living? 


BAKULAVALIKA: Mister, she’s following the queen’s orders. 
She did not commit this transgression of her own will. 


May our lord relent. 
She falls to the ground and makes MALAVIKA do the same. 
KING: In that case you are not at fault. Stand, fair maid. 
He takes MALAVIKA by the hand and pulls her to her feet.* 3.180 
JESTER: Fair's fair. Got to respect the queen here.* 
KING (laughing): 


Playful girl, I hope the touch of the tree’s hard trunk 


Has not left your left foot, tender as a frond, in pain. 
MALAVIKA mimes coyness. 


IRAvVATI: Ah, my noble husband with his heart like butter! 3.185 
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3.190 


3-195 


MALAVIKA AND AGNI-MITRA 


2 - F Poe . . : . = 
MALAVIKA: Baiilavalie, ehi. anutthidam attano nioam devie 


nivedemha.., 
2 - CF oe . = oes : . 
BAKULAVALIKA: tena hi vinnavehi bhattaram, «visajjehi» tti, 


RAJA: bhadre, yasyasi. mama tavad utpann'|avasaram arthi- 


tvam Sriyatam. 

- tT *4j- ee = 
BAKULAVALIKA: avahida sunahi! anavedu bhatta., 
RAJA: 

dhrti|puspam ayam api jano 
badhnati na tadrgam cirat prabhrti. 


spars’|4mrtena ptraya 
dohadam asy’ apy an|anya|ruceh! [19] 


- ~ DA r - e - . 
IRAVATI (sahas” dpasrtya): purehi, pirehi! asoo kusumam na 
damsedi: aam una pupphai phalai al, 


sarve IRAVATIM drstud sambhrantah. 

RAJA (apavarya): vayasya, ka pratipattir atra? 
- mY. oe = 

VIDUSAKAH: kim annam? jangha|balam evwva!, 


- - 75, eof . 2 < . 
IRAVATI: Baiilavalie, sahu tue uvakkandam! Malavie, tu- 
mam dava ajjajuttam sa|phala|patthanam karehi!, 


UBHE: ‘pasidadu bhattini! ka vaamt bhattino panaa|pari- 
geahassa?, 
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ACT THREE 


MALAVIKA: Come on, Bakulavalika. Let’s go report to the 
queen that we've carried out her order. 


BAKULAVALIKA: Then ask our lord’s leave to withdraw. 


KING: You shall go in a moment. But first listen to my en- 
treaty now that I have an opportunity for it. 


BAKULAVALIKA: You listen sharp! Command us, sire. 


KING: 


I too have not worn the blossom of satisfaction, 3.190 
passionate as the tree’s, for a long time. 

I have no interest in anything else: fulfill my 
craving too with the nectar of your touch! 


IRAVATI (approaching suddenly): Fulfill indeed! The ashéka 
may not bloom, but this one is sure to flower, and fruit, 
too! 


All are bewildered to see (RAVATI. 
KING (aside): What to do now, comrade? 
JESTER: What else? Leg it! 


RAVATI: Bakulavalika, nice job! Malavika, better make sure 3.195 
you satisfy my noble husband’s request! 


THE TWO GIRLS: Mercy, my lady! Who are we to deserve 
the king’s affection? 
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3.200 


3.205 


MALAVIKA AND AGNI-MITRA 
iti niskrante. 
- - r e —— e - ! -~ - 
IRAVATI: aho, alvissasania purisa! mae khu attano vaficana| 


vaanam pamani|karia vaha|gida|rattae harinie via a| 
sankidae idam na vinnadam., 


VIDUSAKAH (janantikam): ‘bho, padivajjehi kim vi! kammal 
gahidena kumbhilaena «samdhi|ccheane sikkhido mhi» 


tti vattavvam hodi., 


RAJA: sundari, na me Malavikaya kas cid arthah. maya «tvam 
cirayas’» iti yatha|katham|cid atma vinoditah. 


is a eat = . . = ae ° 
IRAVATI: vissasanio si! mae na vinnadam, «irisam vinoda| 
vatthuam ajja|uttena uvaladdham» ti. annaha manda| 
bhainie evvam na kariadi., 


< Reo = “ : 
VIDUSAKAH: ma dava atta|hodi atta|hodo dakkhinnassa 

uvaroham bhanadu. samavatti|ditthena devie parianena 

samkaha vi jai avaraho thaviadi... ettha tumam evva 


pamanam., 


2 Pets oS ° : - = 2 
IRAVATI: nam samkaha nama hodu! kim tti attanam 4asa- 


issam?, 
iti rusd prasthita. 
RAJA (anusaran): prasidatu bhavati! 
IRAVATI rasand/samdita/carana vrajati eva. 


IIO 


ACT THREE 
Exeunt THE TWO GIRLS. 


IRAVATI: Oh, never trust a man! I believed your perfidious 
message and suspected nothing of all this, like a doe at- 
tracted by a hunter’s singing. 


JESTER (confidentially). Hey, find some riposte! When an 
adulterer is caught in the act, what else can he say but: 
“Tm just practicing conjugation.”* 


KING: My pretty, I have no business with Malavika at all. It’s 
just because you were late that I had to find something 
to amuse myself. 


IRAVATI: Very believable! I’m so sorry I didn’t know my no- 
ble husband had found such a pretty thing to amuse 
himself with. Else my humble self wouldn't have been 
so lowly as to intrude. 


JESTER: Please, my lady, don’t say you intruded when his 
lordship was just being civil to these girls. If you consider 
it a sin to engage in conversation with the queen's maids, 
whom we met by chance... then you alone know best. 


IRAVATI: Call it conversation if you will! Why should I fret 
any more? 


She sets off in a huff. 
KING (hurrying after her): Relent, my lady! 
IRAVATI 5 girdle* entangles her legs, but she goes on nonetheless. 


III 


3.200 


3.205 


MALAVIKA AND AGNI-:MITRA 
RAJA: sundari, na Sobhate pranayiljane nirapeksata! 
is a ° = . ° 
IRAVATI: satha, alvissasanialhiao sil, 
RAJA: 
Satha iti mayi tavad astu 
te paricayavaty avadhirana, priye. 
carana|patitaya na, candi, 
tam visrjasi mekhalay” Api yacita? [20] 
= ai ° %- - . 
3.210 IRAVATI: iam vi had’|asa tumam evva anusaradi!, 
iti rasanam dddya RAJANAM tadayitum icchati. 
RAJA: esa 
basp’|asara hema|kaficilgunena 
sroni|bimbad al|vyapeksa|cyutena 


candi candam hantum abhyudyata mam, 
vidyud|damna megha|raj” iva Vindhyam. [21] 


- - |. a . . 
IRAVATI: kim mam ewva bhio vi avaraddham karesi?, 
3.215 iti salrasanam hastam avalambate. 
RAJA: 
aparadhini mayi dandam 
samharasi kim udyatam, kutila|kesi? 


vardhayasi vilasitam tvam, 
dasa|janay atra kupyasi ca. [22] 


II2 


ACT THREE 


KING: My pretty, it isn’t worthy of you to disregard one who 
is besotted with you! 


IRAVATI: Youre a fickle-hearted rascal! 


KING: 
Darling, you may well call me a rascal 
with contempt bred by our familiarity.* 
But will you not release that contempt, fierce lady, 
when even your girdle falls at your feet to beg you? 


irAvaTI: Even the blasted girdle takes your side! 3.210 
She removes the girdle and makes to hit the KING with it. 
KING: Behold 


the fierce lady raining tears, 
about to strike me fiercely 
with a whip of the golden girdle 
carelessly slipped from her swelling hips— 
like a cloud bank about to strike 
the Vindhya mountain with a cord of lightning. 


IRAVATI: So even that is my fault? 
She lets down her hand holding the girdle. 3.215 


KING: 
Why do you revoke the intended punishment 
when I have offended you, tangle-haired lady? 
You are ever more graceful, yet youre still angry 
with your servant here. 
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3.220 


3.225 


MALAVIKA AND AGNI-MITRA 
(atma/gatam) nainam idam idanim anujiatam. 
iti padayoh patati. 


= a JE ° < o- - c= ° 
IRAVATI: na khu ime Malavialcalana, ja de pharisa|dohalam 
puraissandi!, 


iti niskrantd saha CETYA. 
a iz . ° = . 
VIDUSAKAH: bho, utthehi. kidalpasado si. 
RAJA (utthdy ERAVATIM a/pasyan): katham, gat” aiva priya? 


= cr ° es se . - 

VIDUSAKAH: vaassa, ditthia imassa a|vinaassa a|ppasanna 
gada. ta vaam siggham avakkamama, java Angarao rasim 
via sa anuvakkam na karedi., 


RAJA: aho Manasija|vaisamyam! 


manye priy’ |ahrta|manas 

tasyah pranipata|langhanam sevam: 
evam hi pranayavati 

sa S§akyam upeksitum kupita. [23] 


iti parikramya niskrantah sarve.* 


iti trtiyo nkah. 
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ACT THREE 


(to himself) Surely she'll let me now. 
With that he falls at her feet. 


rrAvATI: It’s Malavika’s feet that should fulfill your craving, 
not these! 


Exit iRAVATI with her MAID. 3.220 
JESTER: Hey, stand up. You've been absolved. 


KING (standing up to see IRAVATI gone): What, my darling 
has left? 

JESTER: Comrade, fortunately she left impolitely,* without 
forgiving you. So let’s be off quickly before she returns, 
like the fiery planet Mars entering a sign of the zodiac 
in retrograde.* 


KING: Ah, the perversity of Love! 


Because my mind dwells on Malavika, I consider 3.225 
Iravati’s rejection of my entreaty a kindness: 

This way, though she loves me, 
I can now ignore her because she’s angry. 


They walk about and leave. 
End of the third act. 
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ACT FOUR 


4.1 


4.5 


4.10 


tatah pravisati paryutsuko RAJA PRATIHARI ca. 
RAJA (dtma/gatam): 


tam asritya sruti|patha|gatam 
asthaya baddha|milah, 
sampraptayam nayana|visayam 
radha|raga|pravalah, 
hasta|sparsair mukulita iva 
vyakta|rom’|6dgamatvat— 
kuryat klantamf manasija|tarur 
mam rasa|jfiam phalasya! [1] 


(prakasam) sakhe Gautama! 
PRATIHARI: jedu, jedu bhatta! alsamnihido Godamo., 


RAJA (atma/gatam): ah, Malavika|vrttanta|jfanaya maya 
presitah. 


VIDUSAKAH (pravisya): ‘jedu bhavam!, 


RAJA: Jayasene, janihi tavat kva devi Dharini, katham va sa 
ruja|caranatvad vinodyata iti. 


PRATIHARI: jam devo anavedi., 

iti niskranta. 

RAJA: sakhe, ko vrttantas tatra|bhavatyas te sakhyah? 
VIDUSAKAH: jo bidalalgahidae parahudiae., 
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Enter the KING in agitation, with JAYA-SENA the usheress. 4.1 
KING (to himself): 


It took root on the strength of my hope for her 
when I first heard of her. 

It blushed with the new growth of passion 
when she came within reach of my eyes. 

It burst out in buds as it were when I was covered 
in goose bumps at the touch of her hand. 

May that tree of love permit me, fatigued with 
desire, to savor its fruit! 


(aloud) My dear Gautama! 
JAYA-SENA: Victory, victory, sire! Gautama is not here. 4.5 


KING (to himself): Ah, I sent him to find out what had hap- 
pened to Malavika. 


JESTER (entering): Victory, sit! 


KING: Jaya-sena, please find out where Queen Dharini is 
and how she is being diverted from the pain in her feet. 


JAYA-SENA: As Your Majesty commands. 

Exit. 4.10 
KING: What's befallen your lady friend, comrade? 

JESTER: Just what befalls the cuckoo in the cat’s paws. 
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4.15 


4.20 


MALAVIKA AND AGNI-MITRA 
RAJA (sa/visddam): katham iva? 


& a = eek e- sy Se 
VIDUSAKAH: sa khu tavassini tae pingal’|acchie sara|bhandal 
bhia|gharae miccu|muhe via nikkhitta., 


RAJA: nanu mat|samparkam upalabhya? 
- cr . 
VIDUSAKAH: aha im?, 
RAJA: ka evam vimukho ’smakam, yena candi|krta devi? 


= cr 2 . ases . . 

VIDUSAKAH: sunadu bhavam. parivvajia me kahedi: hio 
kila tatta|hodi Iravadi ruj”|akkanta|calanam devim suha| 
pucchia aada., 


RAJA: tatas tatah? 


ss ne a “i oan . oe : 
VIDUSAKAH: tado sa devie pucchida: «kim nu n’ dloido jano 

vallaho?» tti. tado tae uttam: «mamdof va de uvaaro, 

jam de parianassa vallahattanam jananti vi pucchasi» tti, 


RAJA: nirbhedad rte ‘pi Malavikayam ayam upanyasah Sah- 
kayati. tatas tatah?t 


7 c = eee as ee : 
VIDUSAKAH: tado tae anubandhijjamanae bhavado alvina- 
am andarena parigahid’|attha kida devi., 


RAJA: aho dirgha|rosata tatra|bhavatyah! atah param ka- 
thaya. 


- c ° = c= eoJ- -- : 

VIDUSAKAH: ado varam kim? Malavia Baiilavalia a niala| 
vadio aldittha|sujja|padam padala|vasam naa|kannaao 
via anuhonti., 


I20 


ACT FOUR 


KING (dejectedly): What do you mean? 


JESTER: The yellow-eyed predator has cast the poor creature 
in the underground strongroom as if into the jaws of 


death. 
KING: Because she found out I had met her, right? 
JESTER: Obviously. 
KING: Who hates us enough to have incensed the queen? 


JESTER: Listen, sir. The mendicant woman tells me she 
heard that yesterday the lady Iravati came to the queen, 
who was incapacitated by pain, to ask if she was any 
better. 


KING: And then? 


JESTER: Then the queen asked her: “Hasn't he met you, 
his favorite?” She replied: “Not too polite, are you, to 
ask when you know full well that his favorite is your 
maidservant.’* 


KING: The way she put that casts suspicion on Malavika 
without actually speaking it out. What then? 


JESTER: Then Her Majesty kept insisting until she explained 
everything about your misconduct. 


KING: Ah, the lady is relentless in her anger! Carry on with 
the story. 


yESTER: What's there to carry on? Malavika and Bakulava- 
lika have been fettered and cast into the sunless nether- 
world to live like naga girls.* 


I21I 


4.15 


4.20 


4.25 


4.30 


4:35 


MALAVIKA AND AGNI-MITRA 
RAJA: kastam, kastam! 


madhuralravat parabhrtikat 
bhramari ca vibuddha|cttta|samginyau 
kotaram a|kala|vrstya 
prabala|puro|vataya gamite. [2] 


vayasya, apy atra kasya cid upakramasya gatih syat? 


= iz . 5 = = “ 
VIDUSAKAH: kaham bhavissadi? jam sara|bhanda | vauda 
Mahavia devie samdittha: «maha anguliaa|muddam a| 
dekkhia na mottavva tue had’|asa Malavia Baiilavalia a» 


tti., 


RAJA (nibsvasya, sajparamarsam): sakhe, kim atra pratikar- 
tavyam? 


= a r ° = 
VIDUSAKAH (vicintya): atthi ettha uvao..., 
RAJA: ka iva? 


VIDUSAKAH (sa/drstifksepam): ‘ko vi aldittho sunadi. kanne 
de kahemi., (upaslisya, karne) ‘evvam vial, 


RAJA: susthu cintitam! prayujyatam siddhaye! 
pravisya 


Sacre, Bes ae = St op 3 7 
PRATIHARI: deva, pavadalsaane devi nisanna ratta|candana| 
dharina pariana|hattha|gadena calanena bhaavadie ka- 


hahim vinodiamana citthadi., 
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ACT FOUR 
KING: Dreadful! 


The sweet-voiced cuckoo and the little bee 
came to the quickened mango tree, 
and have been driven into a hollow 
by an untimely gale and rain. 


Can any stratagem succeed now, comrade? 


JESTER: How could it? This is what the queen commanded 
Madhavika, the lady in charge of the strongroom: “You 
mustn't release this wretched Malavika and Bakulavalika 
unless you see the seal of my signet ring.” 


KING (with a sigh, thoughtfully): How could we counter 
that, my friend? 


JESTER (reflecting): There is a way... 
KING: How’s that? 


JESTER (glancing around): Someone we can't see might hear. 
I'll whisper in your ear. (bending close to the king, whis- 
pering) That's how! 


KING: Great idea! Go about it and may you succeed! 
Enter JAYA-SENA. 


JAYA-SENA: Majesty, the queen is resting on a bed placed 
in the breeze, her feet covered in red sandal paste* and 
held in the hands of her attendants. The reverend lady 
is diverting her with stories. 
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4.25 


4.30 


4.40 


4-45 


MALAVIKA AND AGNI-MITRA 


RAJA: asmat|pravesalyogyo ‘yam avasarah. 


- Pes ° . . 
VIDUSAKAH: ta gacchadu bhavam. aham vi devim pekkhi- 


dum alritta|pani bhavissam.., 
RAJA: Jayasenayas tavat samvedya gaccha! 
VIDUSAKAH: taha., (Rarne) hodi, evvam via., 
iti niskrantah. 
RAJA: Jayasene, pravata|sayana|margam adesaya. 
PRATIHARI: ido, ido devo., 


tatah pravisati Sayanalsthd DEVI, PARIVRAJIKA, vibhavatas ca 


PARIVARAH. 
- | . eee - 
DEVi: bhaavadi, ramanijjam kahalvatthu. tado tado?, 


PARIVRAJIKA (sa/drsti/ksepam): atah param punah kathayi- 
syami. atra|bhavan Vidis”|ésvarah praptah. 


a ll = 
DEvi: ambho, bhattal, 


abhyutthatum icchati. 


124 


ACT FOUR 


KING: Then it’s proper for me to visit her now. 


JESTER: Go ahead, sir. Me, I'll just pick up something so I 


don’t come before the queen empty-handed. 
KING: Fill in Jaya-sena before you go! 
JESTER: Right. (whispering in her ear) Lady, that’s the plan. 
Exit. 4.40 
KING: Jaya-sena, lead me to that bed in the breeze. 
JAYA-SENA: This way, Your Majesty. 


Enter the QUEEN reclining on a bed,* KAUSHIKI, and ATTEN- 


DANTS in order of rank. 


QUEEN: Reverend lady, I enjoy the plot of this story. Do 


carry on. 


KAUSHIKI (glancing around): ll tell you the rest another 4.45 
time. The king of Vidisha has come. 


QUEEN: Ah, it’s my husband! 


She attempts to stand. 
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MALAVIKA AND AGNI-MITRA 


RAJA: alam, alam upacaralyantranaya. 


an|ucita|nipura|viraham 

n’ arhasi tapaniya|pithik” |alambi 
caranam ruja paritam, 

kala|bhasini, mam ca pidayitum. [3] 


- F. ee 
4.50 DEVI: jedu ajjalutto!, 
PARIVRAJIKA: vijayatam devah. 


RAJA (PARIVRAJIKAM pranamya, upavisya): devi, api sahya te 


vedana? 
ei UF : ° 
DEvi: atthi me viseso., 


tatah pravisati yajn]opavita/samvitlangusthah, sambhranto 
VIDUSAKAH. 


= r Soe . 
4.55 VIDUSAKAH: parittaadu! sappena dattho mhil, 
sarve visannah. 
RAJA: kastam, kastam! kva bhavan paribhrantah? 


VIDUSAKAH: ‘devim pekkhissam tti 44ra| puppha|ggahana| 
kalanado pamada|vanam gado mhi—, 


DEVi: haddhi, haddhi! aham evva bamhanassa jivita|samsaa 


nimittam jada. 
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ACT FOUR 


KING: Enough, stop exerting yourself with formality. 


Sweet-voiced lady, please do not torment me 
by tormenting your aching foot: 

it's unused to being divested of its anklets, 
and worthy of a golden stool to rest on. 


QUEEN: Victory to my noble husband! 4.50 
KAUSHIKI: May Your Majesty be victorious. 


KING (bowing to KAUSHIKI and taking a seat): My queen, is 
your pain bearable? 


QUEEN: I do feel better. 


Enter the JESTER in distress, with his sacrificial thread* wrapped 
around his thumb. 


JESTER: Save me! I’ve been bitten by a snake! 4.55 
All despair. 
KING: What a calamity! Where have you been traipsing, sir? 


JESTER: I was going to visit the queen, so I went to the 
pleasure garden to grab some flowers to offer— 


QUEEN: Alas, alas! It’s because of me that a brahmin is now 


in danger of his life. 
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MALAVIKA AND AGNI:-MITRA 


= r . = a ie . 

4.60 VIDUSAKAH: tahim asoa|tthavaa|kalanado pasaride dakkhi- 
na|hatthe kodara|niggadena sappa|rivina kalena dattho 
mhi. nam edaim} duve dasana|padaim.., 


iti damsam darsayati. 


PARIVRAJIKA: tena hi «daméa|cchedah pirvalkarma» iti sra- 
yate. sa tavad asya kriyatam. 


chedo daméfasya, daho va, 
ksater va rakta|moksanam— 
etani dasta|matranam 
ayusyah pratipattayah. [4] 


RAJA: samprati visa|vaidyanam karma. Jayasene, ksipram 
aniyatam Dhruvasiddhih. 


4.65 PRATIHARI: jam devo anavedi. 
iti niskranta. 
VIDUSAKAH: ‘aho, pavena miccuna gahido mhil, 
RAJA: ma kataro bhiah! alviso ’pi kada cid damso bhavet. 
VIDUSAKAH: kaham na bhiissam? simasimaanti me angaim!, 
4.70 itt visalvegam rupayati. 


mye MEPS ° .- 7 
DEVI: ha, damsidam a|suham viarena. hala, avalambaha 
nami, 
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ACT FOUR 


JESTER: There as I reached out with my right hand to pluck 4.60 
a cluster of ashéka blossoms, death—in the form of a 
snake—emerged from a hollow* and bit it. Look, here 
are the two fang-marks. 


He shows the bite. 


KAUSHIKI: Well, textbooks say the first thing to do is to cut 
the bite. Do that to him first. 


Cutting the bite, cauterization 
or bleeding the wound out—* 

These are the life-saving procedures to apply 
immediately after a bite. 


KING: That’s a job for poison specialists. Jaya-sena, get Dhru- 
va-siddhi at once. 


JAYA-SENA: As Your Majesty commands. 4.65 
Exit. 

JESTER: Oh no, I’m in the clutches of vile death! 

KING: Don’t be faint! Sometimes the bite is without venom. 
JESTER: How could I not be scared? My limbs are all aquiver! 

He mimes the effects of poisoning. * 4.70 


QUEEN: Alas, the symptoms portend no good. Girls, sup- 
port him! 
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4-75 


4.80 


MALAVIKA AND AGNI-MITRA 
PARIJANAH sa/sambhramam avalambate. 


_ 2 q = . 
VIDUSAKAH (RAJANAM avalokya): bho, bhavado balattanado 
pia|vaasso mhi. tam viaria a|puttae me jananie joga| 


kkhemam vahehi., 


RAJA: ma bhaisih! alcirat tvam visa|vaidyas cikitsate. sthiro 


bhava! 


ree ee ny cr a ae . ays 
PRATIHARI (pravisya): deva, anavido Dhuvasiddhi vinnave- 
di, «iha evva aniadu Godamo> tti., 


RAJA: tena hi varsavara|parigrhitam enam tatra|bhavatah 
sakasam prapaya. 
BF te ei NG 
PRATIHARI: taha 


al 


iz - Z q of Se = - 

VIDUSAKAH (DEVIM vilokya): bhodi, jiveam va, na va: jam 
mae atta|bhavantam sevamanena de avaraddham, tam 
marissehi., 


=, 4s =a . 
DEVI: dih'|au hohi., 
iti niskranto VIDUSAKAH PRATIHARI cd. 


RAJA: prakrtilbhirus tapasvi. Dhruvasiddher api yath”|artha| 


namnah siddhim na manyate. 
pravisya 


PRATIHARI: jedu bhatta! Dhuvasiddhi vinnavedi: «uda| 
kumbha|vihane sappa|muddiam kim vi kappaidavvam. 
tam annesiadu>» tti., 
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ACT FOUR 
The ATTENDANTS hastily support him. 


JESTER (looking at the KING): Sir, I've been your faithful 
sidekick since our childhood. Please consider that and 
endow my mother with some maintenance when she no 
longer has a son. 


KING: Fear not! The poison-doctor will soon heal you. 
Steady! 


JAYA:SENA (entering): Majesty, I’ve called Dhruva-siddhi but 
he asks to have Gautama brought to him. 


KING: Then have the eunuchs carry him to the master’s 
place. 


JAYA-SENA: As you Say. 


JESTER (looking at the QUEEN): Lady, whether I survive 
or not, please forgive me whatever sin I’ve committed 
against you while serving his lordship. 


QUEEN: May you live long. 
Exit the JESTER and JAYA-SENA. 


KING: Poor thing, he’s timid by nature. He doesn't believe 
even our aptly named Dhruva-siddhi* can succeed. 


Enter JAYA-SENA. 


JaYA-SENA: Victory, sire! Dhruva-siddhi says that some item 
with the likeness of a snake must be procured for the 
waterpot rite.* So please find one. 
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4-75 


4.80 


4.85 


4.90 


4.95 


MALAVIKA AND AGNI-MITRA 


a My ° . = = 
DEVi: idam sappa|muddiam anguliaam. paccha mama hat- 


the dehi nam., 
iti prayacchati. PRATIHARI ndtyena grhndti. 
RAJA: Jayasene, karma|siddhav asu pratipattim anaya. 
a cece We = ° 
PRATIHARI: jam devo anavedi., 
iti niskranta. 


PARIVRAJIKA: yatha me hrdayam 4caste, tatha nir|viso Gau- 
tamah. 


RAJA: bhtiyad evam! 
(pravisya) 


ose. ae he 7 . ° 
PRATIHARI: jedu bhatta! nivutta|visalveo Godamo muhut- 


taena pakidi|ttho samvutto., 
- ly. o- ss . 
DEVI: ditthia vaaniado mutta mhi., 
Se eet ks, le = . . - 
PRATIHARI: eso una amacco Vahadavo vinnavedi: «raja| 
kajjam bahu mantidavvam. damsanena anuggaham ic- 


chami» tti., 


DEVi: gacchadu ajjalutto kajjalsiddhie., 
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ACT FOUR 


QUEEN: Here’s my ring with a snake seal. Hand it back to 
me afterward. 


She offers the ring. JAYA-SENA mimes taking it. 4.85 


KING: Jaya-sena, inform us as soon as the task* has 
succeeded. 


JAYA-SENA: As Your Majesty commands. 
Exit. 


KAUSHIKI: My heart tells me that Gautama should be free 
of poison.* 


KING: May it be so! 4.90 
Enter JAYA-SENA. 


JAYA-SENA: Victory, sire! The poison’s power has been over- 
come and Gautama returned to his normal state soon 


after. 
QUEEN: Thanks to fate, I’m freed from reproach. 


JAYA-SENA: Also, the minister Vahatava entreats you: “There 
are many state affairs to be discussed. I beg to be granted 
an audience.” 


QUEEN: My noble husband is free to go, and may he succeed 4.95 
in his affairs. 
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4.100 


4.105 


MALAVIKA AND AGNI-MITRA 


RAJA (utthdya): devi, atap’|akranto ’yam uddeSah. Sita|kriya 


c” Asya prasasta. tad anyatra niyatam sayaniyam. 
Pe ee, oe ee . 
DEVI: baliao, ajjajuttalvaanam anucitthaha., 


: 
PARIJANAH: taha., 


iti niskrantd DEVI, PARIVRAJIKA PARIJANAS Ca. 


RAJA: Jayasene, gudha|pathena mam pramada|vanam pra- 


paya. 
Dis: oes Gace! Oe . 
PRATIHARI: ido, ido devo., 


RAJA (parikramya): Jayasene, nanu samapta|krtyo Gauta- 


mah? 
8 ert fo Ee . 
PRATIHARI: aha im?, 
RAJA: 
ist |adhigama|nimittam 
prayogam ek’|anta|sadhum api matva 


samdigdham eva siddhau 


kataram asankate cetah. [5] 


(pravisya) 


VIDUSAKAH: jedu bhavam! siddhaim me mangala|kam- 


maim.., 
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ACT FOUR 


KING (standing): My queen, the sun is now shining on this 
area. Cooling is prescribed for your condition, so have 


your bed taken elsewhere. 
QUEEN: Girls, do as my noble husband says. 
ATTENDANTS: As you Say. 
Exeunt the QUEEN, KAUSHIKI and the ATTENDANTS. 


KING: Jaya-sena, take me to the pleasure garden by the secret 4.100 
path. 


JAYA:SENA: This way, Your Majesty. 


KING (walking about): Jaya-sena, Gautama has completed 
his task, hasn’t he? 


JAYA-SENA: Of course. 


KING: 
Even though I know the plan is certain 
to bring about the desired goal, 
my anxious mind still hesitates, 


doubtful of our success. 
Enter the JESTER. 4.105 


JESTER: Victory, sir! My pious labors have succeeded. 


4.110 


4.115 


MALAVIKA AND AGNI-MITRA 
RAJA: Jayasene, tvam api niyogam al|sinyam kuru. 
So owe Ms = . 

PRATIHARI: jam devo anavedi., 

iti niskranta. 

RAJA: vayasya, ksudra Madhavika. na khalu kim cid vicari- 
tam anaya: 

= cr = . = . ° - 

VIDUSAKAH: devie anguliaa|muddiam dekkhia kaham via- 
redi?, 

RAJA: na khalu mudram adhikrtya bravimi. «tayor baddha- 
yoh kim|nimitto ’yam moksah? kim va devyah parija- 
nam atikramya bhavan samdista?» ity evam anaya pras- 
tavyam. 


- r e . A . 
VIDUSAKAH: nam pucchido mhi. puno manden’ avi pacc- 
uppanna|buddhina mae kahidam...., 


RAJA: kathyatam. 


VIDUSAKAH: «devva|cintaehim vinnavido rai, «s’|6vasaggam 
vo nakkhattam. savva|bandhana|mokkho kariadw tti. 
tam sunia devie Iravadie cittam rakkhantie «raa kila mo- 
edi tti aham samdittho mhi» tti. tado «jujjadi» tti tae 
sampadido attho., 


RAJA (VIDUSAKAM parisvajya): sakhe, priyo *ham tava! 


na hi buddhilguner’ aiva 
suhrdam artha|darsanam: 

karya|siddhi|pathah saksmah 
snehen apy upalabhyate. [6] 


ACT FOUR 


KING: Jaya-sena, you may go about your duties now. 
JAYA-SENA: As Your Majesty commands. 
Exit. 


KING: Didnt Madhavika hesitate at all, comrade? She’s a 4-110 
mean one. 


JESTER: How could she have when she saw the queen's 
signet ring? 


KING: I don’t mean about the signet. She could have asked, 
“Why are these two being released from bondage? Why 
were you sent rather than the queen’s servants?” 


JESTER: She sure did. I may be dull, but I had my wits about 
me and said... 


KING: Tell me. 


JESTER: “The soothsayers have told the king that his horo- 4.115 
scope had developed a negative aspect and that he should 
release all captives to counterbalance its influence. When 
the queen heard that, to spare Iravati’s feelings she gave 
the errand to me to make it obvious that it’s the king 
who's freeing them.” She said, “fair enough” and did 
what we wanted. 


KING (embracing the JESTER): Friend, I see that I’m indeed 
dear to you! 


Friends do not only use their intellectual talent 
to envision the goal, 

but affection actually finds the intricate way 
to accomplish success in the venture. 
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MALAVIKA AND AGNI-MITRA 


= r = : 
VIDUSAKAH: tuvaradu bhavam! samuddalgharae sahilsahi- 


dam Malaviam thavia bhavandam paccuggado mhi., 
RAJA: aham enam sambhavayami. gacch’ agratah. 


4.1220 VIDUSAKAH: edu bhavam., (parikramya) ‘edam samudda| 


gharaam., 
RAJA (s/asankam): esa kusum’|avacaya}|vyagral|hasta sakhyas 
te Iravatyah paricarika Candrika samagacchati. itas ta- 


vad avam bhittijgidhau bhavavah. 


VIDUSAKAH: aho, kumbhilaehim kamuehim a pariharanijja 


candia!, 
ubhau yath’joktam kurutah. 


RAJA: Gautama, katham nu te sakhi mam pratipalayati? ehy, 


enam gav |aksam asrity avalokayavah. 

= r 
4.125 VIDUSAKAH: taha., 
iti vilokayantau sthitau. 


tatah pravisati MALAVIKA BAKULAVALIKA Cd. 


as - 4 < = 
BAKULAVALIKA: hala, panama bhattaram!, 
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ACT FOUR 


JESTER: Hurry, sir! I had left Malavika and her friend in the 


water pavilion* before I came to you. 
KING: I'll greet her. Lead the way. 
JESTER: Come, sir. (walking about) Here's the water pavilion. 4.120 
KING (anxiously): Here comes your lady friend Irdavati’s 
handmaid Chandrika, busily picking flowers. Let’s just 
hide behind this wall. 
JESTER: Ah, thieves and lovers must avoid moonlight!* 


Both do as the KING suggests. 


KING: Gautama, I wonder how your lady friend is waiting 


for me. Come, let’s peek at her through this window. 
JESTER: Right. 4.125 
They stand and look. 
Enter MALAVIKA and BAKULAVALIKA. 


BAKULAVALIKA: Bow to your lord, my dear! 


4.130 


4.135 


MALAVIKA AND AGNI-MITRA 
RAJA: manye, pratikrtim me darsayati. 
= = r = iis 
MALAVIKA (sa/harsam): namo de!, (dvdram avalokya salvisa- 
iz - . . 
dam) hala, vippalabbhesi mam!, 
RAJA: sakhe, harsa|visadabhyam atra|bhavatyah prito ‘smi. 
sury |6daye bhavati ya, 
sury |astamlaye ca pundarikasya, 
vadanena su|vadanayas 
te samavasthe ksanad adhe. [7] 
= a Te . = 
BAKULAVALIKA: nam eso cittalgado bhatta., 
. cr, = 
UBHE (pranipatya): jedu bhattal, 
= - FF = = a ° e 
MALAVIKA: hala, tada sammuha|tthida bhattino rivaldam- 
sanena na taha vitinha mhi, jaha ajja mae vibhavido 
citta|gada|damsano bhatta., 
- r a at le : . 
VIDUSAKAH: sudam bhavata? atta|hodie jaha dittho citte, 
na taha dittho bhavam ti mantidam. muha danim maifi- 
jusa via radana|bhandam jovvanalgavvam vahesi., 
RAJA: sakhe, kutihalavan api nisarga|salinah stri|janah. 
pasya: 
kartsnyena nirvarnayitum ca rapam 
icchanti tat|purva|samagatanam;f 
na ca priyesv ayata|locananam 
samagra|patini vilocanani. [8] 
= au = = = a . +. 
MALAVIKA: hala, ka esa pasa|pariutta|vaanenat bhattina 


siniddhae ditthie nijjhaiadi?, 
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ACT FOUR 


KING: I suppose she’s showing her a picture* of me. 


MALAVIKA (joyfully): Greetings! (looking to the door, sadly) 4.130 


You're deceiving me, my dear! 
KING: My friend, I’m pleased by the lady’s joy and sorrow. 
The face of the pretty-faced girl had 


in one moment put on 
two aspects of the white lotus: the one it bears 
at sunrise and the one at sunset. 


BAKULAVALIKA: But your lord is here, in a picture. 
THE TWO GIRLS (bowing low): Victory, sire! 


MALAVIKA: My dear, back when I was actually facing him I 4.135 
could not drink my fill of my lord’s beauty as much as | 
can now when I admire him in a picture. 


JESTER: Did you hear that? The lady says you looked dif- 
ferent in life than you do in the picture.* Like a casket* 
containing a trove of jewels, you have no use for your 
treasured youthfulness.* 


KING: Though curious, womenfolk are shy by nature, my 
friend. Don’t you see: 


They wish to observe thoroughly 

the looks of men they meet for the first time, 
yet the eyes of wide-eyed girls 

do not fall fully upon their lovers. 


MALAVIKA: Who's this woman, my dear, that my lord is 
looking at so lovingly with his face turned to the side? 
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MALAVIKA AND AGNI-MITRA 
= 4 . . = = = 
4.140 BAKULAVALIKA: nam iam bhattino passa|gada Iravadi., 


MALAVIKA: ‘sahi, a|dakkhino via bhatta me padibhadi, jo 
savvam deviljanam ujjhia ekkae muhe baddhallakkho., 


7 < = re. “ 
BAKULAVALIKA (dtma/gatam): citta|gadam bhattaram pa- 
ram’|atthado samkappia asiiadi. bhodu, kidissam dava 


edie., (prakdsam) ‘hala, bhattino vallaha esa., 
MALAVIKA: ‘tado kim danim attanam aasemi?, 
iti s/asuyam paravartate. 
4.145 RAJA: sakhe, pasya, pasya! 


bhra|bhanga|bhinna|tilakam, sphurit’|adhar’|ostham 
s |ashyam ananam itah parivartayantya 

kant |A4paradha|kupitesv anaya vinetuh 
samdarsit” éva lalit’|4bhinayasya siksa. [9] 


VIDUSAKAH: ‘anunaa|sajjo danim hohi., 

= = OE a ° ° 
MALAVIKA: ajja{Godamo vi ettha evva sevadi nam!, 
punah sthan|antar |abhimukhi bhavitum icchati. 


- 2 = < ey a ae ee 
4.150 BAKULAVALIKA (MALAVIKAM ruddhvd): na khu kuvida danim 
tumam?, 


-_ - r, ee e e e 
MALAVIKA: jai ciram kuvidam evva mam mannesi, eso pac- 
caniadi kovo!, 
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ACT FOUR 
BAKULAVALIKA: Why, that’s Iravati by the lord’s side. 


MALAVIKA: My friend, I guess that’s not very polite of my 
lord, to disregard all his queens and keep looking at the 


face of just one. 


BAKULAVALIKA (to herself): She takes the lord’s picture for 
reality and she's getting jealous. All right, let me play a 
joke on her. (aloud) She is the lord’s favorite, my dear. 


MALAVIKA: Then why do I take the trouble? 
She turns away jealously. 
KING: Look, friend, look! 


Forehead mark crumpled by her knitting brow, 

lower lip trembling, as she turns her face 
jealously aside, 

she seems to be showing off how well she learned 
from her teacher 

the coquettish expression of anger 
at a lover's offense. 


JESTER: Get ready to conciliate her. 
MALAVIKA: And Mister Gautama is helping him with shar!* 
She makes to turn away again. 


BAKULAVALIKA (stopping MALAVIKA): You aren‘ still angry, 
are yous 


MALAVIKA: If you think I can persist so long in anger, I will 
be again! 
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4.140 


4.145 


4.150 


MALAVIKA AND AGNI-MITRA 


RAJA (upetya): 
kupyasi, kuvalaya|nayane, 
citr’|arpita|cestaya kim evam, ayi? 
nanu tava saksad ayam aham 
an|anya|sadharano dasah! [10] 
a - 7, - 
BAKULAVALIKA: jedu bhattal, 
e < = iz . = 
4.155 MALAVIKA (dtma/gatam): kaham? citta|gado bhatta mae 
astiido?, 
salvrida[vadan” anjalim karoti. RAJA madanafkataryam ri- 
payatt. 
a |. a te . 
VIDUSAKAH: kim bhavam udasino via?, 
RAJA: alvisvasaniyatvat sakhyds tava. 
= eee es oe 
VIDUSAKAH: mia dava, atta|hodie tuha alvissaso?, 
4.160 RAJA: Sruyatam: 


pathi nayanayoh sthitva svapne 
tiro|bhavati ksanat. 
sarati sahasa bahvor madhyam 
gat’ Apy albala sati.f 
manasija|ruja klistasy’ 4ivam 
samagama|mayaya 
katham iva, sakhe, visrabdham syad 


imam prati me manah? [11] 


BAKULAVALIKA: ‘sahi, bahuso kila bhatta vippaladdho. ta 
dava atta vissasanijjo kariadu!, 
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ACT FOUR 
KING (approaching): 


Hey lotus-eyed lady,* why so angry 
at what I do in a picture? 
Here I stand in the flesh, 


your servant and no one else’s! 
BAKULAVALIKA: Victory, sire! 


MALAVIKA (to herself): What? Was I really jealous ata picture 4.155 
of my lord? 


She folds her hand in greeting with an embarrassed face. The 


KING mimes a lover's timidity. 
JESTER: Why are you looking so dejected? 
KING: Because your lady friend is so fickle. 
JESTER: You don’t say you dont trust her? 
KING: I'll explain: 4.160 


In my dreams she crosses the path of my eyes, then 
disappears the next moment. 
Limp in my arms, she runs away with sudden vigor. 
When the fever of love so torments me 
with illusory union, 
how could I, my friend, bring my mind 
to trust her? 


BAKULAVALIKA: It seems you've tricked our lord time and 
again, my dear. Now prove yourself reliable! 
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4.165 


4.170 


MALAVIKA AND AGNI-MITRA 


= a FE ° ee oe z 
MALAVIKA: sahi, mama una manda|bhaae sivinalsamagamo 
vi bhattino dulllaho 4si!, 


= - #6, = . 
BAKULAVALIKA: bhatta, dehi se uttaram., 
RAJA: 
uttarena kim? atm” aiva paficalban ’|agni|saksikam 
tava sakhyai maya datto, na sevyah, sevita rahah! [12] 
- Sr . 
BAKULAVALIKA: anugahida mha.f, 
ss . - os : 
VIDUSAKAH (parikramya, sa/sambhramam): Baiilavalie, eso 
bal’ | asoa|rukkhassa pallavaim harino langhidum 4ac- 
chadi! ehi, nivarema nam., 
aa é cr 
BAKULAVALIKA: taha., 
iti prasthita. 
RAJA: evam asmad|raksane ’vahitena bhavitavyam. 


= c . . = Je 
VIDUSAKAH: evam vi Godamo nam samdissiadi?, 


= - CF... - ° Jie ate 
BAKULAVALIKA: ajja Godama, aham a|ppaase citthami. tu- 


mam duara|rakkhao hohi., 
= Te 
VIDUSAKAH: jujjai., 
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ACT FOUR 


MALAVIKA: But my dear, I’m the one worse off: I couldn't 


meet him even in my dreams!* 
BAKULAVALIKA: Sire, will you give her an answer? 


KING: 
An answer? I’ve given my very self, 4.165 
with love's fire as my witness, * 


To be your friend’s intimate servant, not her master! 
BAKULAVALIKA: Thank you. 


JESTER (walking about, urgently): Bakulavalika, there’s a deer 
coming to nibble the shoots of that ashéka sapling! 
Come, let’s chase him away. 


BAKULAVALIKA: Right. 
She begins to go. 


KING: It’s me you should guard* as diligently as you guard 4.170 
that tree. 


JESTER: Does Gautama need to be told so? 


BAKULAVALIKA: Mister Gautama, Ill hide over there. You 
guard the door. 


JESTER: Right. 
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MALAVIKA AND AGNI-MITRA 


niskrantd BAKULAVALIKA. 


= r - . : : oe 
4.175 WIDUSAKAH: idam dava phaliha|tthalam assido homi., (iti 


4.180 


< ay F ° oe 
tatha krtva) aho suha|ppharisada silalvisesassal, 
nidrayate. MALAVIKA sa/sadhvasa tisthati. 
RAJA: 
visrja, sundari, samgama|sadhvasam 
tava cirat prabhrti pranay |6nmukhe! 
parigrhana gate} sahakaratam 


tvam atimuktallata|caritam mayi! [13] 
= =. F - es = = . 
MALAVIKA: devie bhaena attano vi piam kadum na paremi., 
RAJA: ayi, na bhetavyam. 


= ~ yA, = r = : ae 
MALAVIKA (s/6pdlambham): jo na bhaedi, so mae bhattinil 
damsane dittha|samattho bhatta!, 
RAJA: 
daksinyam nama, bimb’|ésthi, 
Baimbikanamf kula|vratam. 
tan me, dirgh’'|aksi, ye pranas, 
te tvad|asa|nibandhanah. [14] 
tad anugrhyatam cir |4nurakto ’yam janah. 
iti samslesam abhinayati. MALAVIKA ndtyena pariharati. 
RAJA (dtma/gatam): ramaniyah khalu nav’|angananam ma- 


danalvisay’|avatarah! 
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ACT FOUR 


Exit BAKULAVALIKA. 


JESTER: [’Il sit down on this crystal floor here. (doing so) 4.175 
Gosh, it feels like a particularly pleasant kind of stone! 


He falls asleep. MALAVIKA stands in apprehension. 


KING: 
Forget your fear of union with me, who have 
long been longing for you, my pretty! 
I’ve become your mango tree; 
now you be my atimikta vine!* 


MALAVIKA: I’d like to, but I can’t, because I’m afraid of the 
queen. 


KING: Come now, nothing to fear. 


MALAVIKA (reproachfully): My lord may well have no fear, 4.180 
but I’ve seen how assertive he is when Her Ladyship is 
around! 


KING: 
There is such a thing as courtliness, which 
happens to be a family tradition 
with Baimbikas,* my bimba-lipped girl. 
But my life, long-eyed lady, depends altogether 
on my hopes for you. 
So please, please this creature who's longed for you so long. 


He mimes trying to embrace her. MALAVIKA dances away. 


KING (to himself): Pleasant indeed to see a young woman's 
first venture into the realms of love! 
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4.185 hastam kampavati runaddhi rasand| 

vyaparallol’|angulim, 

hastau svau nayati stan |4varanatam 
alingyamana balat, 

patum paksmala|caksurt unnamayatah 

saci|karoty ananam: 

vyajen’ 4py abhilasa|parana|sukham 
nirvartayaty eva me. [15] 


tatah pravisat’ {RAVATI NIPUNIKA ca. 


< ie Oy wis . . . ) zs 
IRAVATI: hafije Niunie, saccam tumam parigad attha, Can- 
diae samuddalghara ’|alindae ajja|Godamo eai dittho tti?, 


ak, “i eh Je els eee 
NIPUNIKA: annaha kaham bhattini vinnaviadi?, 


- =, te ° : = 
IRAVATI: tena hi tahim evva gacchamha samsaado muttam 


ajjajuttassa pialvaassam pucchidum ca..., 
4.190 NIPUNIKA: ‘s’|4vasesam via bhattinie vaanam., 
IRAVATI: annam ca... cittalgadam bhattaram pasadedum., 
NIPUNIKA: aha danim bhatta evva kim na paccanuniadi?, 


= - OF on . ae 
IRAVATI: muddhe, jariso citta|gado, na tariso evva anna| 
samkanta|hidao ajja|utto. kevalam uvaar’|adikkamam 


pamajjidum aam arambho., 
- ° ee 
NIPUNIKA: ido, ido bhattini., 
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ACT FOUR 


She trembles as she restrains my hand 4.185 
engaged with her belt, 

draws her palms to cover her breasts 
when I try hard to embrace her, 

turns her feathery-eyed face aside in defense 
when I tilt her head up to kiss it: 

she grants my desire even by trying to evade it. 


Enter iRAVATI and NIPUNIKA. 


IRAVATI: Nipunika, are you sure you got this right? Chan- 


drika has seen Mister Gautama alone on the terrace of 
the water pavilion? 


NiPUNIKA: Else I would not have told your ladyship so. 


rRAVATI: Well then, let’s go there to ask if my noble hus- 


band’s dear companion is past the crisis, and... 


NiPUNIKA: Were you going to say something else, mistress? 4.190 


IRAVATI: And... to apologize to our lord’s picture. 


NfPUNIKA: But why not to His Majesty himself? 


IRAVATI: Now that his heart has gone to another, I prefer 


the picture version, silly. We're only doing this to wash 
off the stain of my breach of good manner. 


NiPUNIKA: This way, mistress, this way. 
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4.195 


4.200 


4.205 


MALAVIKA AND AGNI:MITRA 
iti parikramatah. 
(pravisya) 


CETI: jedu bhattini! devi bhanadi: «na me eso maccha- 
rassa kalo. tuha khu bahu|manam vaddhedum vaassiae 
saha niala|bandhane kida Malavia. jai anumannesi, ajja| 
uttam vi tuha kide vinnavaissam. jam tuha icchidam, 
tam bhanahip tti., 


= = Rye... . ° . a ae : 
IRAVATI: Naarie, vinnavehi devim: «ka vaam bhattinim nio- 
jedum? pariana|niggahena mai damsido anuggaho. kassa 
va annassa pasadena aam jano vaddhadi?» tti., 


ea HS 
CETI: taha., 
iti niskranta. 


NIPUNIKA (parikramy dvalokya ca): ‘eso duvar’|uddese sam- 
udda|gharassa vipani|gado via vusaho ajja|Godamo asino 
evva niddaadi. 


= oe OT -L: A . = 
IRAVATI: accahidam! na khu s’|4vasesalvisa|viaro have’, 


a. oT as 0 . : oe 
NIPUNIKA: pasanna|muha|vanno disai. avia Dhuvasiddhina 
ciicchido. ta se alsankaniam pavam.., 


VIDUSAKAH (utsvapnayate): ‘bhodi Malaviel, 


- CF io cs = - 
NIPUNIKA: sudam bhattinie? kassa eso attanino had’ |aso 
kidavo? savva|kalam ido evva sotthi|vaana|modaehim 
kukkhim puria, sampadam Malaviam ussivinaadi!, 
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ACT FOUR 


They walk about. 
Enter the maid NAGARIKA. 


NAGARIKA: Victory, mistress! The queen sends this message: 
“I do not care for strife right now. To augment your 
standing, I have put Malavika and her friend in chains. 
Now if you consent, I will solicit our husband for your 
sake. Tell me what you wish.” 


rRAVATI: Nagarika, inform the queen: “Who are we to send 
Your Majesty on errands? You have already shown your 
grace to me by binding those menials. Who else’s favor 
can the likes of me count on?” 


NAGARIKA: As you Say. 
Exit NAGARIKA. 
NIPUNIKA (walking about and looking): There's Mister Gau- 


tama at the entrance to the water pavilion, sitting on his 
haunches and dozing like a bull in the marketplace. 


IRAVATI: What a tragedy! Could he be stricken by the after- 
effect of the poison? 


NIPUNIKA: His face looks happy enough. And anyway, it 
was Dhruva-siddhi, Mister Certain Success, who cured 
him, so we needn't fear anything’s wrong with him. 


JESTER (talking in his sleep): Miss Malavika! 


NiPUNIKA: Did you hear, mistress? Whose side is the 
wretched scoundrel on? All this time he’s been filling his 
belly with sweets we gave him for his blessings, and now 


he talks to Malavika in his sleep! 


4.195 


4.200 


4.205 


4.210 


4.215 


MALAVIKA AND AGNI-MITRA 
= 7 . . = . 
VIDUSAKAH: Iravadim adikkamandi hohil, 


NIPUNIKA: ‘edam accahidam! bhujamga|bhiruam brahma| 
bandhum imina bhujamga|kudilena danda|katthena 
tambh |andarida bhaaissam., 


rRAvaTI: ‘aruhadi kidalgghot uvaddavassa., 
NIPUNIKA VIDUSAKASY 6pari dandalkastham patayati. 


VIDUSAKAH (sahasa prabudhya): ‘aviha! aviha! bho, dawvika- 


ro me uvari padido!, 


32 A 


RAJA (sahas” épasrtya): sakhe, na bhetavyam, na bhetavyam! 


_ = is = = “j< =a 
MALAVIKA (anusrtya): bhatta, ma dava sahasa nikkama! sap- 
po tti bhanadi. 


IRAvATI: ‘haddhi, haddhi! bhatta ido evva dhavadi., 


VIDUSAKAH (sa/prahdsam): ‘kaham? danda|kattham edam! 
aham una jane, jam mae kedai|kantaehim damsam karia 


sappassa via damso kido, tam phalidam tti., 
(pravisya pat /aksepena) 


- eo “hes = = . . . - 
BAKULAVALIKA: ma dava bhatta pavisadu! iha kudila| gai 
sappo via disadi., 


- - aeires a . * - 
IRAVATI (RAJANAM upasrtya): avi nivviggha|manoraho dival 
samkedo mihunassa?, 
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ACT FOUR 


JESTER: May you surpass Iravati! 


NiPUNIKA: Outrageous! Let me hide behind a pillar and 
frighten this poor excuse for a brahmin with this stick: 
it’s sinuous as a snake, and he’s scared of snakes. 


RAVATI: He deserves a shock for being a turncoat. 
NiPUNIKA throws the stick at the JESTER. 


JESTER (awakening suddenly). Help! Help! Sir, a cobra has 4.210 


fallen on me! 
KING (dashing toward him): Fear not, my friend, fear not! 


MALAVIKA (running after the KING): Don't you step so care- 
lessly, my lord! He says there’s a snake. 


IRAVATI: Oh damn! ‘The king’s running right this way. 


JESTER (laughing out loud): What? It’s a stick! And I thought 
it was my reward for the way I imitated a snake bite, 
wounding myself with étaki thorns.* 


Enter BAKULAVALIKA With a toss of the curtain. * 4.215 


BAKULAVALIKA: Don't go any closer, sire! I see something 
twisted like a snake. 


IRAVATI (approaching the KING): I trust the little couple’s 
daytime tryst was satisfactory and unimpeded? 
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4.220 


4.225 
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sarve IRAVATIM drstud sambhrantah. 
RAJA: priye, alpurvo ‘yam upacarah. 


= - SF, oo]- . . es ALe- oe 2 
IRAVATI: Baiilavalie, ditthia docc |ahiara|visaa sampunna de 


padinna., 


BAKULAVALIKA: ‘pasidadu bhattini! kim nu khu daddura 


vaharandi tti devo pudhavie varisidum sumaredi?, 


= DS gas Sivas S 
VIDUSAKAH: ma dava! hodie damsana|mettena atta|bhavam 
panipada|langhanam visumarido. hodi una ajja vi pasa- 


dam na genhedi?, 
“ a aly oe ee ee ee ° . 
IRAVATI: kuvida vi danim kim karissam?, 
RAJA: alsthane kopa ity etad anjupapannam tvayi. tatha hi: 


kada mukham, vara|tanu, karanad rte 
tav agatam ksanam api kopa|patratam? 
a|parvani graha|kalus’|éndu|mandala 
vibhavari, kathaya, katham bhavisyati? [16] 


= ao, le = . = . ee 
IRAVATI: «a|tthane» tti sutthu vaharidam ajja|uttena. annal 
samkandesu amhanam bhaa|heesu jai una kuppeam, 


tado hassa bhavissam., 
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ACT FOUR 
All are shocked to see URAVATI. 
KING: That’s a strange way to greet me, my dear. 


iRAVATI: Bakulavalika, congratulations on fulfilling your 4.220 
promise to play the go-between. 


BAKULAVALIKA: Forgiveness, Your Majesty! Does the god* 
g g 


need the frogs’ croaking to remember to shower rain on 
the earth?* 


JESTER: Come on, mistress! As soon as he saw you, His 
Majesty has forgotten that you scorned him when he 
fell at your feet. And you still can’t find forgiveness in 
yourself? 


RAVATI: What does it matter if I’m angry? There’s nothing 
I can do. 


KING: It does not become you to be angry when you 
shouldn't. Listen: 


When, O gorgeous lady, has your face 4.225 
ever been obscured 
by pointless anger, even for a moment? 
Say, how could Lady Night's face, 
the moon’s orb, ever be dulled 
by an eclipse, except on a full-moon day? 


IRAVATI: “Pointless’—my noble husband has put that well. 
If what should have been my lot has passed to another, 
my anger only turns me into a laughing stock. 
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4.230 


4.235 


MALAVIKA AND AGNI-MITRA 
RAJA: tvam anyatha kalpayasi. aham punah satyam ev Atra 
kopa|sthanam na pasyami. kutah: 


«n’ arhati krt’JA4paradho ’py 
utsava|divasesu parijano bandham.» 
iti mocite may’ dite, 
pranipatitum mam upagate ca. [17] 
= - "\y- ° . ° . . = 
IRAVATI: Niunie, gaccha, devim vinnavehi: «dittham devie 


pakkha|vadittanam ajja» tti., 


ee le 
NIPUNIKA: taha., 
iti niskranta. 


VIDUSAKAH (dtma/gatam): ‘aho, an|attho sampadido! ban- 


dhana|bbhatto giha|kavodo bidali”|aloe padido.., 
pravisya 


a < is ee es : -| J° = - _ 
NIPUNIKA (apavarya): bhattini, jadiccha|ditthae Mahaviae 
acakkhidam: «evvam khu edam nivuttam> tti., 


iti karne kathayati. 


= = c 

IRAVATI (dtma/gatam): uvavannam ewva. saccam aam ettha 

bamha|bandhunof ubbhinno dup|paogo., (vipDUsAKAM 
. “7 r, ° E . ays 

vilokya, prakasam) iam imassa kama|tanta|sacivassa nidi, 
= x ° en ° 

VIDUSAKAH: bhodi, jadi nidie ekkam vi akkharam padhe- 
am, tado Gaattim vi visumaream.., 

RAJA (dtma/gatam): katham nu samkatad asmad atmanam 
mocayisyami? 
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ACT FOUR 


KING: Youre misinterpreting me. But seriously, I see no rea- 
son for you to be angry. Let me explain: 


“Even if guilty, servant folk 
should not be bound on holidays.” 
With this in mind, I’ve set these two free, 
and they've come to salute me. 


rRAVATI: Nipunika, go and tell the queen: “Now I have seen 
where Your Majesty’s favor truly lies.” 


NIPUNIKA: As you say. 
Exit NIPUNIKA. 


JESTER (to himself): Gosh, what a disaster! No sooner did 
the dove get out of the cage than the cat set eyes on her.* 


Enter NiPUNIKA. 


N{PUNIKA (aside): Mistress, I happened to meet Madhavika, 
and she told me how this has come to pass. 


She whispers in her ear. 


IRAVATI (to herself): All clear now. The subterfuge of that 
son-of-a-brahmin is truly laid bare now. (LOOKING at the 
jester, aloud) Such polity from this Minister of Amorous 
Affairs! 


JESTER: Mistress, if I were to study a single syllable of polity, 
I might even forget the Gayatri.* 


KING (to himself): How am I to get out of this quandary? 


159 


4.230 


4.235 
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(pravisya) 


ae Si c 2.2 = 
4.240 PRATIHARI (s/dvegam): deva, kumari Vasulacchi kanduam 


anudhavandi pingala|vanarena baliam uttasida, anka| 
nisanna devie pavada|kisalaam via vevamana na kim vi 


pakidim padivajjai.. 
RAJA: kastam! kataro bala|bhavah. 


s -/)- c ee ey) 
IRAVATI (s/avegam): tuvaradu ajjajutto nam samassasaidum! 
ma se samtasa|janido viaro vaddhadu.., 


RAJA: aham enam samjhapayami. 


iti saltvaram parikramati. 


= é Foxe. eis = * 
4.245 WIDUSAKAH (atma/gatam): sahu, re pingala|vanara, sahu! 


4.250 


parittado tue sa|vakkho., 


niskranto RAJA VIDUSAKAS Ca; IRAVATI, NIPUNIKA PRATIHARI 
ca. 


- - =F = . : . . ° = 
MALAVIKA: hala, devim cintia vevadi me hiaam. na ane ado 
varam kim anuhodavvam havissadi tti., 


cr * . - 
NEPATHYE: accariam, accariam! a|punne evva pajica|ratte 
dohalassa, muulehim sannaddho tavani |Asoo! java devie 
nivedemi., 


UBHE Srutva prahrste bhavatah. 
- sep Nes . - “s - - 
BAKULAVALIKA: Asasidu sahi. sacca|ppainna devi., 
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ACT FOUR 
Enter JAYA-SENA. 


JAYA-SENA (in distress): Majesty, the princess Vasu-lakshmi 
was terrified by a ginger monkey* while she was running 
after her ball. She's sitting on the queen's lap now, but 
trembles like a leaf in a gale and wont be herself again. 


KING: Blast it! Children are always so sensitive. 


IRAVATI (in distress): Hurry, my noble husband, hurry to 
comfort her, lest her shock worsen! 


KING: [’ll bring her round. 
He walks about in a hurry. 


JESTER (to himself): Kudos to you, ginger monkey, well 
done! You've just managed to save your kin.* 


Exeunt the KING with the JESTER, and IRAVATI with NIPUNIKA 
and JAYA-SENA. 


MALAVIKA: When I think of the queen, my dear, my heart 
trembles. I don’t know what more I'll have to endure. 


A VOICE OFF-STAGE: What a surprise! Even before the fifth 
night of the craving rite, the golden ashédka is covered in 
buds! Pll report to the queen right away. 


Hearing this, THE TWO GIRLS become delighted. 


BAKULAVALIKA: Take heart, my friend. The queen is true to 
her promises. 


I16I 


4.240 


4.245 


4.250 


MALAVIKA AND AGNI-MITRA 
= a! te ° a ee . 
MALAVIKA: tena hi pamadalvana|paliae pitthado homma., 
2 en 
BAKULAVALIKA: taha., 


iti niskrantah sarve. 


iti caturtho ‘nkah. 
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ACT FOUR 
MALAVIKA: ‘Then let’s go after the custodian of the pleasure 
garden. 
BAKULAVALIKA: As you Say. 
Exeunt all. 
End of the fourth act. 
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INTERLUDE 


5.1 


5-5 


tatah pravisaty UDYANA|PALIKA. 


UDYANA|PALIKA: uvakkhitto mae kida| sakkaralvihino tava- 
ni |Asoassa vedia|bandho. java anutthida|nioam attanam 
devie nivedemi., (parikramya) aho, devvassa anukampa- 
nia Malavia! tassim taha candia devi imina asoa|kusuma| 
vuttantena pasada|sumukhi bhavissadi. kahim nu khu 
devi have?, (vilokya) ‘amho, eso devie parian’|abbhan- 
daro kim vi jadu|muddal|lafchidam mafjisiam genhia 
catis|salado kujjo Sarasao nikkamadi. pucchissam dava 


nam, 


tatah pravisati yatha|nirdistah KUBJAH. 
UDYANA|PALIKA (upasrtya): ‘Sarasa, kahim patthido si?, 


= r. . coon = = : 
SARASAKAH: Mahuarie, vijja|para|anam bamhananam nicca| 
dakkhina dadawva. ta ajja| purohidassa hattham pavai- 


ssam.., 
- G. * 
MADHUKARIKA: kim|nimittam?, 


- r = . = oo = oe 
SARASAKAH: jada pahudi sudam, «sena|vaina janna|turaa| 
rakkhane niutto bhatti|darao Vasumitto» tti, tada pahudi 
tassa Auso nimittam atthadasa|suvanna|parimanam dak- 


khinam devi dakkhiniehim padiggahedi., 
MADHUKARIKA: jujjai. aha kahim devi? kim v” Anucitthadi? 
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Enter the custodian of the garden, MADHU-KARIKA. 


MADHU-KARIKA: I’ve knocked together a platform* around 
the golden ashéka now that it’s been worshipped.* Now 
Pll report to the queen that I’m done with my errand. 
(walking about) Oh, fate is merciful to Malavika! The 
queen was ever so furious, but surely she'll forgive her 
thanks to the ashéka’s flowering. Now where could the 
queen be? (looking) Ah, here’s the hunchback Sdrasaka, 
one of the queen’s personal attendants, just stepping out 
of the courtyard, carrying of all things a casket with a 
lac seal. I'll just ask him. 


Enter sARASAKA the hunchback as described. 


MADHU-KARIKA (going up to him): Sarasaka, where are you 
off to? 


sARASAKA: Madhu-karika, it’s time to hand the regular gifts 
to the brahmins versed in the Vedas. I am to present this 
to His Honor the head priest. 


MADHU:KARIKA: On what occasion? 


SARASAKA: Since she heard that the General* has charged 
His Majesty’s son Vasu-mitra with guarding the sacrifi- 
cial horse,* the queen’s been giving worthy priests a reg- 
ular donation of eighteen gold pieces to ensure long life 
for the prince. 


MADHU-KARIKA: Ihat makes sense. So where's the queen? 
And what is she doing? 
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SARASAKAH: ‘mangala| ghare asana|ttha bhavia Vidabbha| 


visaado bhaduna Virasenena pesidam livi|arehim vaia- 
manam leham sunadi., 


- &CF . aks 
5.10 MADHUKARIKA: ko una Vidabbhal|raja|vuttanto?, 


SARASAKAH: vasi|kido kila Virasena|ppamuhehim bhattino 


viaa|dandehim Vidabbha|naho. moido se daado Maha- 
vaseno. diido a tena maha|saraim raandim, vahandim, 
sippa|aria|bhaittham parianam a uvaani|karia bhattino 
saasam pesido, suvo kila bhattaram pekkhissadi tti., 


os ° . . 
MADHUKARIKA: gaccha, anucittha attano nioam. aham vi 
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devim pekkhissam., 
iti niskrantau. 


pravesakah. 


INTERLUDE 


SARASAKA: She's sitting in the house shrine,* having the 
scribes read out to her a letter her brother Vira-sena sent 
from Vidarbha country. 


MADHU-KARIKA: And what's up with the king of Vidarbha? 5.10 


SARASAKA: Apparently His Majesty's victorious forces, un- 
der the command of Vira-sena, have vanquished the 
Lord of Vidarbha. They've set free his rival Madhava- 
sena. I hear he’s sent to His Majesty a messenger who 
brings gifts of valuable jewels and vehicles and a troop 
of servants, most of them skilled women. He's to meet 
our king tomorrow. 


MADHU-KARIKA: Go then, and carry on with your task. As 
for me, I'll see the queen. 


Exeunt. 
End of the interlude. 
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ACT FIVE 


5.15 tatah pravisati PRATIHARI. 


a Fic Fes . = - = - 
PRATIHARI: Anatta mhi asoa | sakkara | vvavudae devie: 
«vinnavehi ajja|uttam, <icchami ajja|uttena saha asoa| 
rukkhassa pastina|lacchim paccakkhi|kadum» tti.» java 


dhamm |asana|gadam devam padivalemi., 
iti parikramati. 


(nepathye) VAITALIKAU: distya danden’ Aiv’ 4ri|Sirahsu var- 
tate devah! 


PRATHAMAH: 
parabhrta/kala/vyaharesu 
tvam atta/Ratir madhum 
nayasi Vidisa|tir |6dyanesyv, 
Ananga iv’ 4ngavan. 
vijaya|karinam alan |4nkair 
upodha/balasya te, 
vara|da, Varada|rodhol|vrksaih 


sah’ 4vanato ripuh. [1] 


DVITIYAH: 
5.20 viracita|padam vira|pritya, 
ILA - e@ oe; 
sur |Spama, siribhis 
caritam ubhayor madhye|krtya 
sthitam Krathakaisikan: 
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Enter JAYA-SENA. 5.15 


JAYA:SENA: While she was paying her respect to the ashéka 
tree, the queen has commanded me to tell her husband 
that she wishes to inspect the beauty of the ashéka blos- 
soms together with him. The king is dealing with mat- 
ters of state, so I'll wait for him. 


She walks about. 


TWO COURT BARDS (off-stage): Congratulations to Your 
Majesty whom his enemies know only as their punisher! 


FIRST BARD: 


Like disembodied Love 
embodied : with your shapely body, 
you while away the spring 
in the company of Rati: blissfully* 
to the dulcet 
cooing of the cuckoos : words of your retainers 
in the gardens along the banks of the Vidisha. 
O bounteous king of aggregated power, the trees 
on the bank of the bounteous Varada—* 
bent down along with your enemies— 
serve your invading army 
as pickets for your victorious elephants. 


SECOND BARD: 
O godlike king, when it comes to the Kratha. 5.20 
kdishika people, the acts of two men 
shall endure, bound in verse by literati 
with a penchant for heroics: 
of you who with your punishing troops robbed 
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5-25 


MALAVIKA AND AGNI-MITRA 


tava hrtavato dand’|anikair 
Vidarbhal|pateh sriyam, 
parighalgurubhir dorbhih Saureh 
prasahya ca Rukminim. [2] 


23, Sen. * Ty . me = = 
PRATIHARI: eso jaa|sadda|siicida|patthano bhatta ido evva 
aacchadi. aham vi dava imassa pamuhado kim vi osaria 


edam muh’alinda|toranam samassida homi., 
eklante sthita. 
tatah pravisati sa/VAYASYO RAJA. 


RAJA: 
kantam vicintya sullabh’|étara|samprayogam, 
srutva Vidarbha|patim anamitam balaié ca, 
dharabhir atapa iv’ 4bhihatam saro|jam, 
duhkhayate ca hrdayam sukham aénute ca. [3] 


vipUsaKaH: jaha aham pekkhami, taha ekk’|anda|suhido 


bhavam bhavissadi.. 
RAJA: katham iva? 


VIDUSAKAH: ajja kila devie Dharinie pandida|Kosii bhani- 
da: «jai tumam pasahana|gavvam vahesi, ta damsehi 
Malaviae sarire Vedabbham vivaha|nevaccham» tti. tae 
vi sa|vises” alam|kida Malavia. tatta|hodi kada vi pirae 


bhavado mano|raham., 
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ACT FIVE 


the Vidarbha king of a goddess: his glory; 
and of Krishna, who with his arms* like iron bars 


abducted the goddess Rukmini.* 


JAYA-SENA: The eulogies mean the king is coming out, and 
he’s headed just this way. So I'll move a little way off his 
path and stand under this archway of the front porch. 


She stands aside. 
Enter the KING with the JESTER. 


KING: 

Hearing that my troops have 
humbled the Vidarbha king 

while I brood on how hard it is to find 
union with my beloved, 

my heart rejoices even while it suffers, 

like a lotus struck by torrents of rain 
in blazing sunlight. 


JESTER: As far as I can see, sit, youre going to be happy 5.25 
through and through. 


KING: Hows that? 


JESTER: It’s rumored that today Queen Dharini said to 
the learned Kaushiki: “If you pride yourself on your 
skill in adornment, then show me a Vidarbhan wedding 
costume:* dress Malavika in it.” Whereupon she orna- 
mented Malavika with particular care. It’s quite possible 
that the lady will fulfill your desire. 
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5-30 


5°35 
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RAJA: sakhe, mad|apeks”|4nuvrttya nivrtt’|érsyaya Dharin- 
yah parva|caritaih sambhavyata ev’ ditat. 


Sie 3Un wie r. = eer 7 
PRATIHARI (upagamya): jedu bhatta! devi vinnavedi: «tava- 
ni |asoassa kusuma|sohagga|damsanena maha arambho 


sa|phali|kariadu» tti., 
RAJA: nanu tatr’ diva devi? 


pats teen Spas TE : : A = : 
PRATIHARI: aha im. jah’|4ruha|sammana|suhidam ande| 
uram visajjia Malavia|puro|ena attano parijanena saha 


devam padivaledi. 


RAJA (sa/harsam VIDUSAKAM Vilokya): Jayasene, gacch’ agra- 


tah. 

ee ee . 
PRATIHARI: ido, ido devo., 
iti parikramanti. 


= P iz ° . : ° 
VIDUSAKAH (vilokya): bho vaassa, kim ci parivutta|jovvano 
via vasando pamada|vane lakkhiadi., 


RAJA: yath” aha bhavan. 


agre vikirna|kurabaka| 
phala|jala|vibhidyamana|sahakaram, 
parinam '|4bhimukham rtor 
utsukayati yauvanam cetah. [4] 


= ; yy . . 
VIDUSAKAH (parikramya): bho, aam so dinna|nevaccho via 
kusuma|tthavaehim tavani |4soo. oloedu bhavam!, 
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ACT FIVE 


KING: That’s indeed possible, my friend, for Dharini has 
more than once quelled her jealousy to defer to my 
wishes. 


JAYA‘SENA (approaching): Victory, sire! Her Majesty asks 
you: “Please reward my labors by inspecting the glam- 
our of the ashéka blossoms.” 


KING: Is the queen right there? 5.30 


JAYA-SENA: To be sure. She’s released the rest of the ladies of 
the harem after honoring them with gifts according to 
their merits, and is now waiting for Your Majesty with 
only her own attendants—Méalavika first among them. 


KING (glancing gleefully at the JESTER): Jaya-sena, show the 
way. 


JAYA-SENA: This way, Your Majesty, this way. 
They walk about. 


JESTER (looking around): What ho, comrade, spring seems _ 5.35 
to be a little way past its first youth in the pleasure 
garden. 


KING: Youre quite right. 


Coming first with a scattering of kurabaka blossoms 
and a lace of fruit bursting on the mango trees, 
the youth of the season now approaches its climax 


and fills the heart with longing. 
JESTER (walking about): What ho, here is the golden ashéka, 


blanketed as it were in clusters of flowers. Look, sir! 
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5.40 


5-45 
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RAJA: sthane khalv ayam prasava|mantharo ’bhit. yad ayam 
idanim an|anya|sadharanim sobham udvahati. pagya: 


sarv |4soka|tarinam 

prathamam sicita|vasanta|vibhavanam 
nirvrtta|dohade ’smin 

samkrantan’ iva kusumani. [5] 


z iz - . “lL: . 
VIDUSAKAH: bho, visaddho hohi! amhesu samnihidesu vi 
Dharini passa|parivattinim Malaviam anumannedi., 


RAJA (sa/harsam): sakhe, pasya: 


mam iyam abhyuttisthati 

devi vinayad anitthita priyaya 
vismrta}|hasta|kamalaya 

nar |éndra|Laksmya Vasumat” iva. [6] 


tatah pravisati DHARINI, MALAVIKA, PARIVRAJIKA, vibhavatas 
Ca PARIVARAH. 


MALAVIKA (dtma/gatam): ‘janami nimittam kodu |4lamka- 
rassa. taha vi bisini|patta|gadam salilam via vevadi me 
hiaam. avi a dakkhin’|édaram vi me naanam bahuso 
phuradi., 


= iz et . 
VIDUSAKAH: bho vaassa, vivaha|nevacchena salvisesam khu 
sohadi atta|hodi Malavia!, 


RAJA: pasyamy enam, y’ aisa 
an|ati|lambi|dukiala|nivasini 
bahubhir abharanaih pratibhati me, 
udulganair uday |6nmukha|candrika 
gata\himair iva Caitra|vibhavari. [7] 


ACT FIVE 


KING: He was right to delay his flowering. For now his bril- 
liance is quite unparalleled. See: 


Now that his craving has been satisfied, it seems 
as if the flowers of all ashéka trees, 

those first harbingers of the bounty of spring, 
had been transferred to this one. 


jesTER: What ho, trust your luck! Dharini is permitting 


Malavika to remain at her side even though we're around. 


KING (joyfully): Look, my friend: 


The noble lady stands to greet me, my beloved 
rising modestly after her, 

like the very goddess Earth joined by royal Glory, 
who's lost the lotus from her hand.* 


Enter DHARINI, MALAVIKA, KAUSHIKI, aNd ATTENDANTS in 


order of rank. 


MALAVIKA (to herself): I know the simple reason why I was 
dressed in marriage jewelry. But even so my heart quivers 
like water on a lotus leaf. And my left eye twitches so 
much, too.* 


jesTER: What ho, comrade, I dare say the lady Malavika 
looks rather good in wedding dress! 


KING: I see her, who, 


wearing a short, pale veil 
and bedecked with a host of jewels, 
looks like a hazeless spring night 


with stars and a rising moon.* 
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5-45 


5-50 


5.60 
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DEVI (upetya): ‘jedu ajjalutto!, 
VIDUSAKAH: ‘vaddhadu hodi., 
PARIVRAJIKA: vijayatam devah. 
RAJA: bhagavati, abhivadaye. 
PARIVRAJIKA: abhimata|siddhir astu. 


DEVI (sa/smitam): ‘eso de amhehim taruni| jana | sahaassa 


asoo samketa|gharaam samkappido., 
a 7 Ps . 
VIDUSAKAH: bho, arahio sil, 
RAJA (sa/vridam asokam abhitah parikraman): 
n ayam devya bhajanatvam na neyah 
sat|karanam idrsanam asokah, 
yah s |avajno madhavalsrilniyoge 


puspaih samsaty adaram tvat|prayatne. [8] 


- iz = : . . 
VIDUSAKAH: bho, visaddho bhavia tumam jovvanavadim 


imam pekkha., 
. iF 
DEVI: kam?, 


= cr =] A 
VIDUSAKAH: tavani|asoassa kusuma|soham.., 
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ACT FIVE 


QUEEN (approaching): Victory, my noble husband! 

JESTER: May you prosper, my lady. 5.50 
KAUSHIKI: May Your Majesty triumph. 

KING: Greetings, reverend lady. 

KAUSHIKI: May you achieve what you have in mind. 


QUEEN (with a smile): We've set up this ashéka tree for you 
as a place to meet your young ladies. 


JESTER: Wow, she’s very kind to you! 5-55 
KING (shyly walking around the ashéka): 


Verily he, this joyful ashéka, deserves to be honored 
by Your Highness in this manner, 

for he has ignored the command of the vernal 
goddess, and shows, by blooming, 

his respect for your efforts.* 


JESTER: Sir, now you can admire this virginal beauty to your 


heart’s content. 
QUEEN: Who do you mean? 


yesTER: The splendor of the blooming golden ashéka. 5.60 


5-65 


5.70 


MALAVIKA AND AGNI-MITRA 


sarve upavisantt. 


RAJA (MALAVIKAM vilokya, dtma/gatam): kastah khalu sam- 
nidhilviprayogah! 


aham rath’|anga|nam” éva, priya saha|car” iva me; 


an|anujhata|samparka Dharini rajan” iva nau. [9] 


KANCUKI: jayatu devah! amatyo vijfapayati: «tasmin Vi- 
darbha|visay’} |6payane dve silpa|karike marga| parisra- 
mad alasa|garire iti parvam na pravesite. samprati dev| 


dpasthanalyogye. tad ajham devo datum arhat’» iti. 
RAJA: praveSaya te. 
KANCUKI: yad ajhapayati devah. 
(iti niskramya, tabhyam saha punah pravisya) 
ita, ito bhavatyau. 


PRATHAMA (jan Jantikam): ‘hala Raanie, alpuvvam vi edam 


raa|ulam pavisantie pasidadi me abbhandaralgado appa., 


Pee ee * 8 . . = aa. 
DVITIYA: Josinie, maha vi evvam. atthi khu loa|vado: «aami 


suham va dukkham va hiaa|samavattha kahedi» tti., 


oO - 
PRATHAMA: so danim sacco hodu!, 


182 


ACT FIVE 


All sit down. 


KING (looking at MALAVIKA, to himself): Oh but it’s hard to 
bear separation even while we are together! 


I’m like the chakra gander,* 
my beloved like his mate; 

and Dharini, frowning on our union, 
is like the night to us. 


CHAMBERLAIN: Victory, sire! The minister sends this mes- 
sage: “In the booty from Vidarbha land there were two 
skilled maids whom I had not brought to your audience 
because I deemed them too exhausted from their jour- 
ney. They are now fit to attend Your Majesty. They await 
your command.” 


KING: Bring them. 
CHAMBERLAIN: As Your Majesty commands. 


(Exit, then reenter with the two women, JYOTSNIKA and RA- 
JANIKA. ) 


This way, ladies. 


JYOTSNIKA (confidentially). Rajanika my dear, even though 
I’m a stranger to this kingdom, my inner soul is unruf- 
fled as I enter. 


RAJANIKA: Same with me, Jydétsnika. The proverb says, “The 
state of the heart tells you of joy and sadness to come.” 


JYOTSNIKA: May it be so now! 
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5°75 


5.80 
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KANCUKI: esa devya saha devas tisthati. upasarpatam bhava- 


tyau. 


ubhe upasarpatah. MALAVIKA PARIVRAJIKA ca cetyau drstua 


parasparam avalokayatah. 
UBHE (pranipatya): ‘jedu bhatta! jedu bhattinil, 
RAJA: nisidatam. 
ubhe upaviste. 
RAJA: kasyam kalayam abhivinite bhavatyau? 
UBHE: bhatta, samgide abbhandara mha., 
RAJA: devi, grhyatam anayor anyatara. 


- hyy- : . - - a atte 
DEVI: Malavie, ido pekkha! kadara de samgida| saaarini 


ruccai?, 


= - < r ° ae aide 
UBHE (MALAVIKAM drstvd): ambho, bhatti| daria!) (iti pra- 


r ° “| J- se 
namya) jedu, jedu bhattil|daria!, 
iti taya saha baspam visrjatah. sarve salvismayam dlokayanti. 


RAJA: ke bhavatyau, ka v” éyam? 
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ACT FIVE 


CHAMBERLAIN: Here stands the king with the queen. You 


may approach, ladies. 


The women approach, MALAVIKA and KAUSHIKI glance at one 
another after seeing the two maids. 


THE TWO MAIDS (prostrating themselves): Victory, sire! Vic- 
tory, Your Highness! 


KING: Sit. 5-75 
THE MAIDS sit down. 

KING: In which art are you proficient, good women? 

THE TWO MAIDs: Sire, we're skilled in music. 

KING: Choose one of them for yourself, my lady. 


QUEEN: Malavika, look here! Which of them would you 5.80 


like to accompany you with music? 


THE TWO MAIDS (noticing MALAVIKA): Ah, the princess! (bow- 
ing) Victory, victory, princess! 


They burst out in tears along with MALAVIKA. Everyone stares 


in amazement. 


KING: Who are you and who is she? 
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5-85 


5-90 


5-95 
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=. — ° = i ar 
PRATHAMA: deva, iam amhanam bhattildaria!, 
RAJA: katham iva? 


UBHE: sunadu bhatt. jo so bhattino vijaa|\dandehim Vidab- 
bha|naham vasi|karia bandhanado moido kumaro Maha- 


vaseno nama, tassa iam kaniasi bhaini, Malavida nama., 


- x 28 Su 8 < 
DEVI: kaham? raa|daria iam? candanam khu mae padu”| 


évaogena disidam!, 
RAJA: ath’ tra|bhavati katham ittham|bhita? 
& = “7 > - ers . 
MALAVIKA (nisvasy atma/gatam): vihino nioena., 


ae ey = af = a 
DVITIYA: sunadu bhatta. daada|vasam gade amhanam bhat- 
tildarae Mahavasene, tassa amaccena ajja|Sumadina am- 


harisam parianam ujjhia gidham avanida esa., 
RAJA: Sruta|purvam may’ aitavat. tatas tatah? 
r ee 
UBHE: ado varam na animo., 


PARIVRAJIKA: atah param aham manda|bhagya kathayi- 


syami. 
r ee c= es e | 
UBHE: ajja|Kosiie via sara|samjoo!, 


S ee a 
MALAVIKA: nam Sa evva., 
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ACT FIVE 


JYOTSNIKA: Sire, she’s our king’s daughter! 
KING: How can that be? 


THE TWO MaIDs: Listen, sire. You know Prince Madhava. 
sena, whom your victorious troops released from captiv- 
ity when they overthrew the king of Vidarbha. She is his 


younger sister, named Malavika. 


QUEEN: What? So she’s a princess? Then I’ve defiled sandal- 
wood by using it to make slippers! 


KING: So how did she end up like this? 
MALAVIKA (sighing, to herself): By the ordinance of fate. 


RAJANIKA: Listen, sire. When Madhava:sena, the son of our 
king, fell captive to his rival, his minister Mister Sumati 
carried her away in secret, leaving us and the other ser- 
vants behind. 


KING: I’ve heard as much. And then? 

THE TWO MaIDs: We know no more. 

KAUSHIKI: ]—woe unto me—shall tell the rest. 

THE TWO MAIDS: This inflection sounds like Lady Kaushiki’s! 


MALAVIKA: That's just who she is. 
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UBHE: jadi|vesa|dharini ajja|Kosii dukkhena vibhaviadi. 


bhaavadi, vandamo., 
PARIVRAJIKA: svasti bhavatibhyam. 
RAJA: katham, apta|vargo ’yam bhagavatyah? 
PARIVRAJIKA: evam etat. 


= r . - - 
5.100 VIDUSAKAH: tena hi kahedu bhaavadi attalhodie vuttanda| 


sesam., 


PARIVRAJIKA (sa/vaiklavyam): Srayatam tavat. Madhavasena 


sacivam Sumatim mam’ 4gra|jam avagaccha. 
RAJA: upalabdham. tatas tatah? 


PARIVRAJIKA: sa imam tathalgata|bhratrkam maya sardham 
apavahya bhavat|sambandh ’|apeksaya pathika|sartham 


Vidisa|gaminam anupravistah. 
RAJA: tatas tatah? 


5.105 PARIVRAJIKA: sac Atavy|ante nivisto gat |adhva vanig|jano 


‘dhva|sram '|arto visramitum. 
RAJA: tatas tatah? 


PARIVRAJIKA: tata ca, 
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ACT FIVE 


THE TWO alps: It’s hard to imagine Mistress Kaushiki 


wearing an ascetic’s dress. Lady, we salute you. 
KAUSHIKI: Blessings on you, ladies. 
KING: What? So your reverence is familiar with these people? 
KAUSHIKI: Indeed. 


JESTER: Then let your reverence tell us the remainder of 


Malavika’s story. 


KAUSHIKI (unsteadily): Listen, then. Know that Sumati, the 
minister of Madhava-sena, is my elder brother. 


KING: I see. Carry on. 


KAUSHIKI: When the princess’s brother ended up the way 
he did, Sumati gathered her and me up, and joined a car- 
avan traveling to Vidisha, planning to form an alliance 


with you. 
KING: And then? 


KAUSHIKI: Having traveled some distance, the fatigued mer- 
chant troop settled down to rest at the edge of a forest. 


KING: And then? 


KAUSHIKI: And then, 
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5.100 


5.105 
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tiinira|patta|parinaddha|bhuj’|antaralam 
4|parsni|lambi|sikhi|barha|kalapa|dhari 
kodanda|pani ninadat pratirodhakanam 


apata|dus|prasaham avir abhid anikam. [10] 
MALAVIKA bhayam ripayati. 
5.110 VIDUSAKAH: ma bhaahi! adikkantam khu tattalhodi kahedi., 
RAJA: tatas tatah? 


PARIVRAJIKA: tato muhirtam baddhalyuddhas te paranmu- 


khi|krtah sartha|vahalyoddharas taskaraih. 
RAJA: bhagavati, atah param idanim kastam Srotavyam... 
PARIVRAJIKA: hanta, tatah sa mat|sodaryah 


s0Ts imam paripsur dur|jate 
par |4bhibhava|kataram 
bhartr|priyah priyair bhartur 
anrnyam asubhir gatah. [11] 


- We = 
PRATHAMA: ha, hado Sumadi!, 
mien “1 J- *-_ 7 = 
DvITiyA: ado khu bhattildaride iam samavattha samvutta., 
PARIVRAJIKA bdspam visrjati. 


RAJA: bhagavati, tanu|bhrtam idrsi loka|yatra. na socyas 
tatra|bhavan saphali|krta|bhartr|pindah. tatas tatah? 
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ACT FIVE 


Chests girt with baldrics for their quivers, 
wearing peacock feather bundles 
hanging to their heels, 
bows in their hands, a yelling host of brigands 
appeared and rushed upon us inexorably. 


MALAVIKA mimes fear. 
JESTER: Fear not! The lady’s talking about the past. 5-110 
KING: And then? 


KAUSHIKI: Then the fighters with the caravan engaged them 
in battle, but presently they were routed by the robbers. 


KING: Reverend lady, the rest must be a sorry tale... 
KAUSHIKI: Well, my brother then 


In an attempt to rescue from distress 5.115 
the lady who dreaded falling into enemy hands, 

putting love of his lord before love of his life, 

paid his debt to his lord with his beloved life. 


JYOTSNIKA: Oh no, Stimati’s dead! 
RAJANIKA: So that’s how the princess has come to this state. 
KAUSHIKI weeps. 


KING: Reverend lady, that’s the way all who have a body 
must go. Do not lament that gentleman who proved 
true to his master’s salt. What then? 
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5.120 PARIVRAJIKA: tato "_ham moham upagata yavat samjfiam 


5.125 


5.130 


upalabhe, tavad iyam dur|labha|dargana samvrtta. 
RAJA: mahat khalu krcchram anubhitam bhagavatya! 


PARIVRAJIKA: tato bhratr|sariram agnisat krtva punar navi 
krta|vaidhavya|duhkhaya maya tvadiyam degam avatiry’ 
éme kasaye grhite. 


RAJA: yuktah saj|janasy’ 4isa panthah. tatas tatah? 


PARIVRAJIKA: s éyam Aatavikebhyo Virasenam, Virasenac 
ca devim gata, devi|grhe labdha|pravesaya maya punar 
drst”—éty etad avasanam kathayah. 


MALAVIKA (dtma/gatam): ‘kim nu khu sampadam bhatta 


bhanadi?, 
RAJA: aho, paribhav’|6paharino vinipatah! kutah: 


presya|bhavena nam’ éyam 
devi|sabda|ksama sati, 
snaniya|vastra|kriyaya 
patr |6rn” év dpayujyate.f [12] 


DEVI: ‘bhaavadi, tue abhijanavadim Malaviam an | acak- 
khandie alsampadam kidam., 


PARIVRAJIKA: S4ntam papam! karanen’ diva khalu maya nai- 
bhrtyam avalambitam. 


Se ules . x 
DEVI: kim via tam karanam?, 
RAJA: yadi vaktavyam, kathyatam. 
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ACT FIVE 


KAUSHIKI: I fainted, and by the time I came round, she was_ 5.120 
nowhere to be seen. 


KING: Indeed your reverence has suffered greatly! 


KAUSHIKI: Then, once I had consigned my brother's body 
to fire, I came, my pain at widowhood renewed, to your 
country and donned the russets.* 


KING: That course is proper for gentlefolk. What then? 


KAUSHIKI: She was meanwhile passed from the jungle folk 
to Vira-sena, and from Vira-sena in turn to the queen. 
I saw her again when I was allowed into Her Majesty’s 
quarters. That's the dénouement of the story. 


MALAVIKA (to herself): I wonder what my lord will say now. 5.125 
KING: Alas, adversities breed disgrace! For: 


Though she deserves the title “Majesty,” 
I’ve actually employed her as a servant, 


as though I had used 
a silken kerchief for a bath towel. 


QUEEN: Reverend lady, it was not right that you failed to 
announce that Malavika is of high birth. 


KAUSHIKI: Perish the thought! I stuck to secrecy for a good 
reason. 


QUEEN: Pray what reason? 5.130 


KING: Out with it unless it’s a secret. 
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PARIVRAJIKA: Srityatam. iyam pitari jivati ken’ api deva| 


yatra | gatena siddh’|adeSena sadhuna mat|samaksam 
adista: «samvatsara|matram presya|bhavam anubhiya, 
tatah sadréa|bhartr|gamini bhavisyat’» iti. tam avasyam| 
bhavinam adesam asyas tvat|pada|susrisaya parinaman- 
tam aveksya kala|pratiksaya maya sadhu krtam iti pa- 


Syami. 


RAJA: yukt” 6peksa. 


(pravisya) 


5.135 KANCUKI: deva, kath” |antaren’ antaritam idam amatyo vi- 


jhapayati: «Vidarbha|gatam anustheyam avadharitam 
asmabhih. devasya tavad abhiprayam srotum iccham» 
iti. 


RAJA: Maudgalya, tatra|bhavator bhratror Yajfasena|Ma- 


dhavasenayor dvairajyam idanim avasthapayitu | kamo 


smi. 


tau prthag Varada|ktle 
Sistam uttaraldaksine, 
naktam|divam vibhajy’ ébhau 
sit |6sna|kiranav iva. [13] 


KANCUKi: deva, evam amatya|parisade nivedayami. 
RAJ” dnguly” dnumanyate. niskrantah KANCUKI. 
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ACT FIVE 


KAUSHIKI: Hear me. While her father was still alive, an as- 
cetic whose prophecies are known to come true hap- 
pened by on a pilgrimage and told her in my presence 
that she'd first experience servitude for a year, then be 
married to a worthy husband. So when I beheld the 
prophecy carried out by her obeying your majesties, I 
decided to bide my time;* and I deem that I have done 
what was proper. 


KING: You were right to forbear. 
Enter the CHAMBERLAIN. 


CHAMBERLAIN: Majesty, while you were occupied with this 
other story, the minister sent you this message: “We have 
pondered what to do about Vidarbha. But first we wish 
to hear Your Majesty’s intention.” 


KING: Maudgalya, henceforth I wish to establish a double 
kingship* of those two honorable cousins, Yajfia-sena 
and Madhava-sena. 


Let them severally rule 

the northern and southern bank of the Varada, 
as the moon and sun divide 

and rule the night and the day. 


CHAMBERLAIN: Majesty, I shall inform the cabinet of 
ministers. 


The KING waves his finger in consent. Exit the CHAMBERLAIN. 
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5.140 PRATHAMA (jan/antikam): ‘bhatti|darie, ditthia bhattildarao 


5.145 


addhalrajje padittham gamissadi!, 


= on . = . o- 
MALAVIKA: etthiam dava bahu mantavvam, jam jivida|sam- 
saado mutto., 


(pravisya) 


KANCUKI: vijayatam devah! amatyo vijfapayati: «aho, kal- 
yani devasya buddhih! mantri|parisado ’py evam eva 
darganam. kutah: 


dvidha vibhaktam sriyam udvahantau, 
dhuram rath’|asvav iva samgrahituh, 
tau sthasyatas te nrpati nidese 
paraspar |Avagraha}|nirvikarau.» [14] 


RAJA: tena hi mantrilparisadam brihi: «sena|nye Virasenaya 
likhyatam, <evam kriyatam> iti.» 


KANCUKI: yad ajhapayati devah. (iti niskramya sa/prabhrta- 
kam lekham grhitva punah pravisya) anusthita prabhor 
aja. ayam punar idanim devasya senal|pateh Puspami- 
trasya sakasat sa|prabhrtako lekhah praptah. pratyaksi| 
karotv enam devah. 

RAJA sahas” bpasrtya, prabhrtakam s/épacadram Sirasi krtva 
PARIJANAY 4rpayati, lekham ca natyen’ ddvestayati. 

DEVI (atma/gatam): ‘amhahe, tado|muham evva no hiaam! 
sunissam dava guru|ana|kusal’|4nandaram puttassa Va- 


sumittassa vuttantam. adi|bhare khu me puttao sena| 
vaina niutto., 
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ACT FIVE 


JYOTSNIKA (confidentially): Princess, thank heaven the prince 5.140 
will be established in half the kingdom! 


MALAVIKA: The simple fact that his life is no longer in dan- 
ger is a great thing. 


Enter the CHAMBERLAIN. 


CHAMBERLAIN: Victory, sire! The minister says to tell: “Ah, 
Your Majesty’s idea is excellent! The cabinet of ministers 
sees it the same way. For: 


Bearing their shares of royal dignity, 

the two kings shall remain 
compliant to your dictates, 

as a pair of horses yoked to a chariot obey the driver 
each checking the other’s pace. 


KING: Then tell the cabinet of ministers to write to general 5.145 
Vira-sena that he should arrange it so. 


CHAMBERLAIN: As Your Majesty commands. (exit, then reen- 
ter bearing a letter and a present) I've done as you com- 
manded, sire. Now here is a letter and a present sent to 
Your Majesty by General Pushpa-mitra. Have a look at 


it, sire. 


The K1NG approaches hurriedly, lifts the present ceremoniously 
to his forehead, hands it to his ATTENDANTS, then mimes 
unfolding the letter. 


QUEEN (to herself): Ah, that’s where my heart turns! Now I 
shall hear if my father-in-law is well, and learn how my 
son Vasu-mitra fares. The general surely assigned a great 
burden to my little son. 
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MALAVIKA AND AGNI-MITRA 
RAJA (upavisya vacayati): svasti. yajfia|saranat sena| patih 
Puspamitro Vaidisa|stham putram ayusmantam Agni- 
mitram snehat parisvajy’ AanudarSayati: «viditam astu, yo 
’sau rajat|yajfialdiksitena maya raja|putra|sata|parivrtam 
Vasumitram goptaram adisya samvatsar’ | 6pavartaniyo 
nir|argalas turago visrstah, sa Sindhor daksine rodhasi 
carann asv |anikena Yavananam prarthitah. tata ubhayoh 


senayor mahan 4sit sammardah.» 
5.150 DEVI visddam nirupayati. 
RAJA: katham idrsam samvrttam? (sesam punar vacayati.) 


«tatah paran parajitya Vasumitrena dhanvina 


prasahya hriyamano me vajilrajo nivartitah» [15] 
o. he ee . . 
DEVI: imina assasidam me hiaam., 


RAJA (lekha/Sesam vacayati): «so’*ham idanim Amsumat” éva 
Sagarah pautrena pratyahrt’|asvo yaksye. tad idanim a| 
kala|hinam vigata|rosa|cetasa bhavata vadhii|janena saha 


yajfalsevanay agantavyam>» iti. 
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ACT FIVE 


KING (sits down and reads it out): Hail. General Pushpa- 
mitra sends his fond embrace from the sacrificial hut to 
his son Agni-mitra (may his life be long) in the land of 
Vidisha, and informs him: “Let it be known that a reg- 
iment of Greek* cavalry has made an attempt against 
the horse—which I, after being consecrated for the royal 
sacrifice,* had released to go unfettered and to be re- 
turned after a year, appointing Vasu-mitra and his com- 
pany of a hundred princes to protect it—while it was 
roaming on the southern bank of the Indus.* A great 
clash then ensued between the two armies.” 


The QUEEN mimes despair. 


KING: How could such a thing have happened? (He contin- 
ues reading.) 


“Vasu-mitra then grabbed his bow, 
defeated the foe, 

and brought back the royal horse 
that they were dragging away.” 


QUEEN: That puts my heart at rest. 


KING (reads out the rest of the letter): “So now that my 
grandson has returned my horse just as Anshumat had 
returned Sagara’s,* I shall perform the sacrifice. Please 
come therefore without delay, emptying your mind of 
anger,* accompanied by your wives, to attend to the 
sacrifice.” 
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5.150 


MALAVIKA AND AGNI-MITRA 


5.155 RAJA: anugrhito ‘smi. 


5.160 


PARIVRAJIKA: distya putralvijayena dampati vardhete. (DE- 
vim vilokya) 
bhartr” asi vira|patninam 
slaghyayam sthapita dhuri. 
«vira|str» iti Sabdo ’yam 


tanayat tvam upasthitah. [16] 


= iz ° . oe : o- 
VIDUSAKAH: hodi, parituttho mhi jam pidaram anujado 
vaccho tti., 


RAJA: Maudgalya, nanu kalabhena yatha|patir anukrtah. 


KANCUKI: 
> Ae.= - - ee . 
n’ aitavata viralvijrmbhitena 
cittasya no vismayam adadhati, 
yasy Alpradhrsyah prabhavas tvam uccair, 
agner apam dagdhur iv’ Grul|janma. [17] 


RAJA: Maudgalya, Yajfiasena|syalam urari|krtya mucyantam 


sarve bandhana|sthah. 
KANCUKI: yad ajhapayati devah. 
iti niskrantah. 


- ‘7, = . 2 = 
DEVI: Jaasene, gaccha, Iravadi|ppamuhanam andeluranam 


puttassa viaa|vuttandam nivedehi., 
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ACT FIVE 
KING: I’m obliged. 5-155 


KAUSHIKI: Congratulations to the couple on the victory of 
their son. (looking at the QUEEN) 


Your husband gave you the exalted rank 
of first among the wives of heroes. 
Now your son has granted you 
the title “mother of heroes.” 


JESTER: Mistress, I’m pleased that the son takes after his 
father.* 


KING: Maudgalya, it appears the elephant calf is imitating 
the prime bull. 


CHAMBERLAIN: 
It is no surprise to my mind 5.160 
that his heroism burgeons thus far, 
for he comes from lofty and unconquerable stock 
—you— 
as the fire that burns water came 
from the thigh-born sage.* 


KING: Maudgalya, let all prisoners be released, including 
Yajfia-sena’s brother-in-law.* 


CHAMBERLAIN: As Your Majesty commands. 
Exit. 


QUEEN: Go, Jaya-sena, and tell Iravati and the rest of the 
harem this news of my son’s victory. 
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5.165 


5.170 


5-175 


MALAVIKA AND AGNI-MITRA 


= sud r 
PRATIHARI: taha 


4 
iti prasthita. 
ee Eee te 
DEVI: ehi daval, 
Soot oe r, . 
PRATIHARI (pratinivrtya): iam mhi., 


DEVI (janJantikam): ‘jam mae asoa|dohala|nioe Malavide 
padinnadam, tam se ahianam a nivedia, maha vaanena 
Iravadim anunehi, «tue aham saccado na paribbhamsai- 
davv”» étti.f, 


Bie Se, Me as ° ena : 
PRATIHARI: jam devi anavedi., (iti niskramya, punah pra- 
o, iF oe oe oe . 
vifya) bhattini, putta|vijaa|nimittena paritosena ande| 
uranam aharananam mamjisa mhi samvuttal, 


- |. . a = 
DEVI: kim ettha accariam? saharano khu tanam maha a 
aam abbhudao., 


ae ee ae eee . iz ee < inne ° 
PRATIHARI (jan/antikam): bhattini, Iravadi vinnavedi: «sa- 
risam khu devie pahavantie. tuha vaanam pudhama| 
samkappidam na jujjai annaha kadum> tti., 


DEVi: ‘bhaavadi, tue anumada icchami ajja|Sumadina pu- 
dhama|samkappidam Malaviam ajja|uttassa padivade- 


dum., 


PARIVRAJIKA: idanim api tvam ev Asyah prabhavasi. 


- = = Se se ° . ° 
DEVI (MALAVIKAM haste grhitva): ajja|utto idam pia|nive- 
dan’|anurivam paritosiam padicchadu., 
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ACT FIVE 
JAYA-SENA: Right. 
She sets off: 
QUEEN: Wait a moment! 
JAYA-SENA (turning back): Yes? 


QUEEN (confidentially): Tell Iravati what I promised Mala- 
vika when I appointed her to fulfill the ashéka’s craving; 
tell her also of her high birth, and beseech her on my be- 


half not to let me down by making my promise untrue. 


JAYA-SENA: As Your Majesty commands. (exit, then reenter) 
Mistress, the victory of your son made the harem ladies 
so happy they've turned me into a veritable jewel box 
with the ornaments they gave me! 


QUEEN: What's the surprise in that? Obviously they share 
my happiness. 


JAYA-SENA (confidentially): Mistress, Iravati says to tell you: 
“Your request befits a queen mother. Once you have 
promised something, you mustnt go back on your 

9 
word. 


QUEEN: Reverend lady, with your permission I wish to give 
Malavika to my noble husband, for whom the noble Su- 
mati had originally intended her. 


KAUSHIKI: It is still you alone who has authority over her. 


QUEEN (holding MALAVIKA by the hand): Let my noble hus- 
band accept this gift worthy of the good news we just 
received. 
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5.165 


5.170 


5-175 


5.180 


5.185 


MALAVIKA AND AGNI-MITRA 
RAJA sa/vridam josam Aste. 
- . . = . oe 
DEVI (sa/smitam): kim avadhiredi mam ajjalutto?, 


a r ° = . 
VIDUSAKAH: hodi, eso loa|vvavaharo: savvo vi nava|varo 
lajj”|aduro hodi tti., 


RAJA VIDUSAKAM aveksate. 


VIDUSAKAH: aha va, devie evva kida|ppanaa|visesam dinnal 
devi| saddam Malaviam atta|bhavam padiggahidum 


icchadi., 


i) I iw 2s ° . < . 
DEVi: edae raja|dariae ahianena evva dinno devilsaddo. kim 
punar|uttena?, 


PARIVRAJIKA: ma, m” divam! 


apy akara|samutpanna maniljatir alsamskrta 
jata|rapena, kalyani, na hi samyogam arhati. [18] 


DEVI: marisedu bhaavadi, abbhudaalkahae mae na lakkhi- 


dam. Jaasene, gaccha dava! kosea|patt’|6nnam uvanehi. 


- - - ir -= = ° o,e . yi 
PRATIHARI: jam devi anavedi., (iti niskramya, patr/ornam 
- - °; rc e 
grhitva punah pravisya) devi, edam., 


DEVi (MALAVIKAM avagunthya): ‘danim ajja|utto padiccha- 


du 


4 
RAJA: devi, tvac|chasanad a|pratyuttara vayam. 
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ACT FIVE 


The K1nG stays bashfully silent. 
QUEEN (smiling): Does my noble husband just ignore me? 


JESTER: Mistress, that’s the way of the world: all new bride- 
grooms are shy. 


The KiNG looks pointedly at the JESTER. 


JESTER: Or rather, Sire here wishes to accept Malavika after 
you, the queen, have shown her special favor by giving 
her the title “Queen.” 


QUEEN: She’s the daughter of a king, so the title “Queen” is 
her birthright. What's the point in reiterating it? 


KAUSHIKI: Not so, not so! 


Though produced in a jewel mine, 

no gemstone of any kind is worthy 
of union with gold, noble lady, 

unless it is polished first. 


QUEEN: Forgive me, reverend lady, for neglecting that be- 
cause of the happy news. Jaya-sena, off you go! Bring a 
silken shawl. 


JAYA-SENA: As the queen commands. (exit, then re-enter with 
a silken shawl) Here, Your Majesty. 


QUEEN (enrobing MALAVIKA): Now accept her, my noble 


husband. 


KING: My lady, if that’s your command, I have no more to 
say. 
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5.180 


5.185 


MALAVIKA AND AGNI-MITRA 
PARIVRAJIKA: hanta, pratigrhita! 
VIDUSAKAH: amho devie anuilada!, 
5.190 DEVI PARIJANAM avalokayati. 
PARIJANAH (MALAVIKAM upetya): jedu bhattinil, 
DEVI PARIVRAJIKAM nirvarnayatt. 
PARIVRAJIKA: n’ ditac citram tvayi. kutah: 


pratipaksen’ 4pi patim 
sevante bhartr|vatsalah sadhvyah; 
anya|saritam Satani hi 


samudral|gah prapayanty abdhim. [19] 


5.195 (pravisya) 


aot = 7 ie . . - 4A Je 
NIPUNIKA: jedu bhatta! Iravadi vinnavedi: «jam uvaar |adi- 
kkamena tada bhattino avaraddham, tam saam bhattino 
anutlam mae aaridam. sampadam punna|manorahena 


bhattina pasada|mettena sambhavaidavv’» étti., 


- Frye ° = : oe 
DEvI: Niunie, avassam tae samdesam sevidum ajja|utto 


janissadi., 
- = ° 
NIPUNIKA: jam devi anavedi., 
iti niskranta. 
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ACT FIVE 
KAUSHIKI: Accepted, at last! 
JESTER: Oh, gracious is the queen! 
The QUEEN glances at her ATTENDANTS. 5.190 


ATTENDANTS (approaching MALAVIKA): Victory, Your High- 
ness! 


The QUEEN looks at KAUSHIKI. 
KAUSHIKI: This is no surprise, coming from you. For: 


A good woman devoted to her husband 

will serve him even by giving him rival wives; 
after all a river joining the ocean 

also brings him hundreds of other streams. 


Enter NIPUNIKA. 5.195 


NiPUNIKA: Victory, sire! Iravati says to tell you: “When I 
offended my husband by scorning his courtesy, I actually 
did what was favorable for my husband. Now that his 
desire has been fulfilled, I expect him to honor me with 
his forgiveness.” 


QUEEN: Nipunika, I’m sure my noble husband will know 
how to react to her message. 


NipUNIKA: As the queen commands. 
Exit. 
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MALAVIKA AND AGNI:MITRA 


5.200 PARIVRAJIKA: deva, aham amuna bhavat|sambandhena cari- 
t |artham Madhavasenam sabhajayitum icchami, yadi 
me tava prasadah. 


- &O . : . 
DEvI: bhaavadi, na juttam amhe pariccattum., 


RAJA: bhagavati, madiyesu lekhesu tatra|bhavatas tvam ud- 
disya sabhajan’|aksarani patayisyami. 


PARIVRAJIKA: yuvayoh snehena paravan ayam janah. 
as lie o% . = ot pe . =e 
DEVI: Anavedu ajjajutto, kim bhio vi piam anucitthami?, 
5.205 RAJA: kim atah param api priyam asti? tath” ap’ idam astu: 


tvam me prasada|sumukhi bhava, candi, nityam— 
etavad eva mrgaye pratipaksa|hetoh.f [2046] 


BHARATA|VAKYAM: 


asasyam itilvigama|prabhrti prajanam 
sampatsyate na khalu goptari n’ Agnimitre. [20cd] 


iti niskrantah sarve. 
5.210 itt pancamo nkah. 


iti mahalkavi/Kalidasa|viracitam Malavik’|Agnimitram 
nama natakam samaptam. 
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ACT FIVE 


KAUSHIKI: Majesty, if you'll allow me, I wish to felicitate 
Madhava-sena now that he’s achieved his purpose, this 
alliance with you. 


QUEEN: You ought not to leave us, reverend lady. 


KING: Reverend lady, I’ll drop some congratulatory words 
on your behalf in my letter to him. 


KAUSHIKI: Your kindness leaves me no choice. 


QUEEN: Command me, my noble husband: what else shall 
I do to make you happy? 


KING: Could anything make me happier? But anyway, this 
is what I'd like: 


Show me always your pleasant face, my fierce lady— 
this is all I seek for the sake of your co-wife.* 


ACTORS BENEDICTION: * 


As for my desires concerning my subjects, 
such as that calamities* avoid them— 

there's no way they won't come true so long as 
Agni-mitra is their protector. 


Exeunt all. 
End of Act Five. 


End of the play “Mdlavika and Agni-mitra,” 
composed by the great poet Kali-dasa. 
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5.200 


5.205 


5.210 


CHAYA 


The following is a Sanskrit paraphrase (chaya) of the Prakrit passages 
(marked with‘ corner brackets in the play). References are to act and para- 


graph. 


1.16 ajfiapt” asmi devya Dharinya «a|cira|pravrtt’|6padesam chalitam 
nama natyam antarena kidrsi Malavik”?» éti naty’|acaryam Aryal| 
Ganadasam prastum. tad yavat samgita|salam gacchami. 


1.19 hala Kaumudike, kutas ta iyam dhirata, yat samipen’ Apy atikra- 
manti ito drstim na dadasi? 

1.20 ambho, Bakulavalika! sakhi, idam devyah éilpi|sakasad anitam 
naga|mudra|sanatham anguliyakam snigdham nidhyayanti tav’ 
dpalambhe patit” 4 


asmi. 
1.21 sthane khalu sajjati drstih! anen’ anguliyaken’ édbhinna|kirana| 
kesarena kusumita iva te ’gra|hastah pratibhati. 


> A at 


1.22 hala, kutra prasthit” asi? 


1.23. devya vacanena naty’|a4caryam arya|Ganadasam prastum, «upa- 
defa|grahane kidrsi Malavik”?» éti. 


D A 


1.24  sakhi, idrsena vyaparen’ 4|samnihic” Api drsta kila sa bhartra. 

1.25 4m. sa jano devyah parévalgatas citre drstah. 

1.26 katham iva? 

1.27 $rnu. citra|salam gata devi pratyagra|varna|ragam citra|lekham 
acaryasy’ 4valokayanti tisthati. tasminn antare bhart” épasthitah. 


1.28  tatas tatah? 


1.29 upacar’|an|antaram ek’|asan’|6pavistena bhartra citra|gataya de- 
vya parijana|madhyalgatam asanna|darikam drstva devi prsta— 


1.30 kim iti? 
1.31 «alparv” éyam darika tav’ asanna Alikhita kim|nama|dhey”?» éti. 


1.32 nanv akrtilvisese adarah padam karoti. tatas tatah? 
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1.36 


1.38 


1.43 


1.45 


1.48 
1.48 


1.50 


1.53 
1.59 


1.74 


1.77 


1.81 
1.83 
1.88 
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CHAYA 


tato vadhirita| vacano bharta gankito devim punar apy anuban- 
dhum pravrttah. yavad devi na kathayati, tavat kumarya Vasu- 
laksmy” akhyatam: «avutta, esa Malavika» iti. 


sadrgam khalu bala|bhavasya! tatah param kathaya. 


kim anyat? simpratam Malavika sa|visesam bhartur darégana| 


pathad raksyate. 


hala, anutistha atmano niyogam: aham apy etad anguliyakam de- 
vya upanesyami. 


esa naty |acarya arya|Ganadasah samgita|salato niskramati. yavad 
asy atmanam darsayami. 


arya, vande. 


arya, devi prcchati: «apy upadegalgrahane n’ atiklegayati vah Sisya 
Malavika?» iti. 
atikramantim iva Iravatim pasyami. 


kere 


arth” édanim vah Sisya, yasyam guru|jana evam tusyati. 

asti devya varn’|avaro bhrata Viraseno nama. sa bhartra Narmadal 
tire ’nta|pala|durge sthapitah. tena «silp’|adhikare yogy” éyam 
darik”» éti bhaginyai upayanam presita. 


atha kutra vah Sisya? 


tena hy anujanatu mam aryah. yavad asya aryasya paritosa|niveda- 
nen’ 6tsaham vardhayami. 


enw = 


4jfiapto ’smi tatra|bhavata raja, «Gautama, cintaya tavad upayam, 
yatha me yadrccha|drsta|pratikrtir Malavika pratyaksa|dargana 


2 A 


bhavati» iti. may” Api tat tatha krtam. yavad asmai nivedayami. 
vardhatam bhavan! 

prayogalsiddhim prccha. 

evam iva. 


phalam apy alcirena draksyasi. 


.107 
.IIO 


114 


116 


IQ 


125 


-134 
.136 


137 
.138 


144 


147 


.150 
.150 
.150 


ISI 


154 


.156 
.158 


CHAYA 


samartham pratijfiatam. 


susthu bhavan bhanati. 


bhagavati, Haradattasya Ganadasasya ca samrambhe katham pa- 
Syasi? 


yady apy evam, tath” Api raja|parigraho ’sya pradhanatvam upa- 
harati. 


aviha, aviha! upasthita pitha|mardikam pandita|Kausikim puras| 


krtya devi. 

jayatv arya|putrah! 

yadi mam prcchasi, etayor vivada eva na me rocate. 

bhavati, pasyama urabhra|sampatam. kim mudha vetana|danena? 
nanu kalaha|priyo ’si. 


m” divam! anyonya|kalaha|priyayor matta|hastinor ekatarasminn 
a|nirjite kuta upagamah? 


srutam aryabhyam bhagavatya vacanam. esa pindit’ 
defa|darganan nirnaya iti. 


artha: upa- 


yada punar manda|medha sisya upadegam malinayati, tada acar- 
yasya doso nu? 


katham idanim? 
alam arya|putrasy 6tsaha|karanam mano|lratham pirayitva! 
virama nir|arthakad arambhat. 


susthu bhavati bhanati. bho Ganadasa, samgitak’|apadesena Saras- 
vaty | upayana| modakani khadatah kim te su|labha|nigrahena 


vivadena? 


a|cir’|6panita vah sisyi—tad a|parinisthitasy’ dpadesgasy’ 4| nya- 
yyam prakasanam. 


tena hi dvav api bhagavatyai upadesam darsayatam. 


mudhe parivrajike! mam jagratim api suptam iva karosi? 
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2.13 


2.15 


2.22 


2.24 


2.28 


2.33 
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CHAYA 


nanu sa|karanam eva? atmanah pakso raksitavya, iti. 

distya kopa|vyajena devya paritrato bhavan. su|siksito ’pi sarva 
upadegaldarsane na nipuno bhavati. 

ka gatih? 

prabhavaty acaryah Sisyaljanasya. 

bhana visrabdham. nanu prabhavisyamy atmanah parijanasya? 
bhagavati, bhan’ édanim. 

tena hi dvav api vargau preksa|grhe samgita|racanam kritva 
atra|bhavato diitam presayatam. atha va mrdanga|éabda eva na 
utthapayisyati. 

vijayi bhava. na khalu vijaya|pratyarthiny aham 4ryasya. 

yadi raja|karyesv idrsy upaya|nipunat” arya|putrasya, tatah so- 
bhanam bhavet. 

aho, alvinaya aryal|putrasya! 

bho, dhiram gaccha! ma tatra|bhavati Dharini visamvadayisyati. 
upasthitam nayana|madhu, samnihita|maksikam ca... tad alpra- 
matta idanim preksasva. 

preksatam bhavan! na khalv asyah praticchandat parihiyate ma- 
dhurata. 

dur|labhah priyas; tasmin bhava, hrdaya, nir|agam. / aho, apanga- 
ko me prasphurati kim api vamakah! / esa sa cira|drstah katham 
upanetavyah? / natha, mam par’|4dhinam tvayi ganaya sa|trsnam. 
bho, catus|pada|vastukam dvari|krtya tvayy upaksipta iv’ atma 
tatra|bhavatya... 

bhavati, tistha! kim api vo vismrtah krama|bhedah. tam tavat 
praksyami. 

nanu Gautama|vacanam apy aryo hrdaye karoti? 

saksinim tavat prccha. pascad yo maya krama|bhedo laksitas, tam 
bhanisyami. 


2.45 
2.47 


2.53 


2.595 


CHAYA 


distya pariksak’|aradhanen’ aryo vardhate. 

pratham | épadega|dargane prathamam brahmanasya pija kar- 
tavya. sa punar vo vismrita? 

maya nama mugdha|cataken’ éva guska|ghana|garjite ’ntarikse 
jalalpanam istam. 

tena hi pandita|paritosa|pratyaya nanu miidha|jatih. yady atra| 
bhavatya Sobhanam bhanitam, tata idam asyai paritosikam pra- 
yacchami. 


tistha tavat! gun’|antaram aljanan kim iti tvam abharanam dadasi? 
parakiyam, iti kreva. 

arya|Ganadasa, nanu darsit’|6padesa vah sisya? 

etavan me mati|vibhavo bhavantam sevitum. 

sadhu, tvam daridra atura iva vaidyen’ 6paniyamanam ausadham 
icchasi. 

avidha, avidha, asmakam bhojanalvela samvreta! atra|bhavato ’pi. 
ucita|vel”|atikrame cikitsaka dosam udaharanti. Haradatta, kim 
idanim bhanasi? 


nirvartayatv arya|putro majjana|vidhim. 
bhavati, visesena pana|bhojanam tvaraya. 


bho, na kevalam ripe, éilpe ’ py aldvitiya Malavika! 


bhavat” apy aham! drdham vipani|kandur iva ma udar’|abhyan- 


taram dahyate. 


grhita | ksano ’smi. kim|tu megh’ | avali| niruddha jyotsn” éva 
paradhina | dargana tatra | bhavati Malavika. bhavan api siina| 
paricara iva grdhra amisallolupo bhirukaé ca. tad an|aturo bhatva 
karya|siddhim prarthayamano me rocase. 


DA 


ajhapt” asmi bhagavaty4, «upayan’|artham bija|pirakam grhitv” 
agacch’» éti. tad yavat pramada|vana| palikam Madhukarikam 
anvisyami. 
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CHAYA 


esa tapaniy ’|asokam avalokayanti tisthati. yavad enam sambhava- 
yami. 

Madhukarike, api sukhas ta udyana|vyaparah? 

aho, Samahitika! sakhi, svagatam te. 


hala, bhagavaty ajfapayati: «a|rikta|panin” 4smadréaljanena tatra| 
bhavati devi drastavya. tad bija|pirakena susrisitum iccham» iti. 
nanu samnihitam bija|pirakam. kathay’, anyonya|samgharsitayor 
naty’ | Acaryayor upadegam drstva kataro bhagavatya prasamsita 
iti? 

dvav api kil’ 4gaminau prayoga|nipunau ca. kim tu gisya|guna| 
visesen’ 6nnamito Ganadasah. 

atha Malavika|gatam kaulinam kim ériyate? 

balavat khalu s’'|abhilasas tasyam bharta. kevalam devya Dharinyas 
cittam raksann atmanah prabhutvam na darsayati. Malavik” apy 
esu divasesu anubhita|mukt” éva malati|mala mlayamana lak- 
syate. atah param na jane. visarjaya mam. 


etac chakh” 


4valambitam bija|pirakam grhana. 

hala, tvam ap’ itah pegalataram sadhu|jana|susrisayah phalam 
prapnuhi. 

sakhi, samam eva gacchavah. aham apy asya cirayamana|kusum| 
asokasya dohada|nimittam devyai vijfia- 


édgamasya tapaniy’ 
payami. 
yujyate, adhikarah khalu tava. 


alam bhavato dhiratam ujjhitva paridevitena! drsta maya tatra| 
bhavatya Malavikayah priya|sakhi Bakulavalika. sravita ca maya 
yad bhavata samdistam. 


Dd A 


«vijapaya bhartaram: anugrhit” 4smy anena niyogena. kim tu sa 


tapasvini devya adhikataram raksyamana naga|raksita iva nidhir 


Dd A . 


na sukham samasadayitavya. tath” 4pi ghatayisyam » fti. 


3.26 


3.28 


3.30 
3-33 


3-35 
3-37 


3.40 
3.42 


3.46 


3.46 
3-47 


3-47 


3-49 


CHAYA 


nanu bhanami, «tasmin sadhaniye krta upay’|6paksepa» iti? tat 
paryavasthapayatu bhavan atmanam. 


nanu bhavan adya prathamam vasant | avatara|siicakani rake’ | 
4soka|korakany upayanam presya nava|vasant |avatar’|4padesgen’ 
Eravatya Nipunika|mukhena prarthitah: «icchamy arya|putrena 
saha dol” |4dhirohanam anubhavitum» iti. bhavat 
jfatam. tat pramadalvanam eva gacchavah. 


DA 


apy asyai prati- 


katham iva? 


n 4rhati bhavan antah| pura|pratisthitam daksinyam eka|pade 
prsthatah kartum. 


ita ito bhavan. 


nanv etat pramada|vanam pavana|bala|calabhih pallav |angulibhis 


tvarayat iva bhavantam pravestum. 
pravisa nirvrtti|labhaya. 


bho vayasya, avadhanena drstim dehi. etat khalu bhavantam vilo- 
bhayitu|kamaya pramada|vana|laksmya yuvati|vesa|lajjapayitrkam 
vasanta|kusuma|nepathyam grhitam. 


a|vijfiata|hrdayam bhartaram abhilasanty atmano ’pi taval lajje. 
kuto vibhavah snigdhasya sakhiljanasy’ émam vrttantam akhya- 
tum? na jane, ’| pratikara| gurukam vedanam kiyantam kalam 
madano mam nesyat’ iti. 


kutra khalu prasthit” Asmi? 
P 


ah, samdist” asmi devya, «Gautama|capalad dola|paribhrastayah 
sa|rujau mama caranau. tvam tavat tapaniy’|asokasya dohadam 
nirvartaya. yadi sa pafica|ratr’|abhyantare kusumam daréayati, 
tato "ham tava... 


abhilasa| pirayitrkam prasadam dasyam’» iti. tad yavan niyoga| 
bhimim prathamam gata bhavami. yavad anupadam mama ca- 
ran’|alankara|hastaya Bakulavalikay” agantavyam, paridevayisye 
tavad visrabdham muhirtakam. 


hi hi! iyam khalu sidhu|pan’|édvejitasya matsyandik” 6panata! 
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3-51 


3-53 
3-57 
3.62 


3-64 


3.65 
3.70 
3.73 
3.77 


3-79 


3.81 
3.82 


3.83 


3.84 


3.85 


3.87 


3.88 
3.90 
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CHAYA 


esa khalu n” ati 
4|diire vartate. 


atha kim? 


paryapta|vesa paryutsuk” év’ aikakini Malavik” 


esa nanu taru|raji|madhyan niskranta ita ev’ agacchati. 


DA 


es” 4pi bhavan iva madanalvyadhina paramrsta bhavisyati. 


ayam sa lalita|dohad’|apeksi algrhita|kusuma|nepathya utkanthi- 
taya mam’ anukaroty agokah. yavad asya pracchaya|éitale éila| 
pattake nisann” atmanam vinodayami. 


$rutam bhavata? «utkanthit” asm’» iti tatralbhavatya mantritam. 
Iravatim iv’ 4ldire prekse. 

hrdaya, nir|avalamban mano|rathad virama! kim mam 4yAsayasi? 
sampratam bhavato nih|samgayam bhavisyati. esa arpita|madanal 
samdeSa vivikta enam Bakulavalika upasthita. 

kim idanim esa dasyah duhita tava gurukam samdesam vismarati? 
aham api tavan na vismarami! 

api sukham sakhyah? 

aho, Bakulavalika! sakhi, svagatam te! upavisa. 

hala, tvam tavad idanim devya yogyataya niyukta. tad ekam te 
caranam upanaya, yavat s’|4laktakam, sa|nipuram karomi. 


hrdaya, alam sukhitatay”, «Ayam vibhava upasthita» iti! katham 
idanim 4tmanam mocayeyam? atha v” ditad eva mama mrtyu| 
mandanam bhavisyati? 


kim vicarayasi? utsuka khalv asya tapaniy’|4sokasya kusum |6dga- 
me devi. 

kim khalu na janasi, a|karanad devi imam antah|pura|nepathyena 
na samyojayisyat’ fti? 

marsaya tavad enam! 


ayi, Sariram asi me. 


3.93 
3.96 
3-99 


3.100 


3.101 


3.102 
3.103 
3.104 


3.105 


3.106 


3.107 


3.108 


3.110 


3.111 


3.112 


3.113 
3.114 


3.115 


CHAYA 


caran |anuripah khalu tatra|bhavatya adhikara upaksiptah. 
praharisyati tatra|bhavati tvam aparaddham. 


hafje Nipunike, érnomi bahuso, madah kila stri|janasya visesa| 
mandanam iti. api satyo loka|vado ’yam? 


prathamam lokalvada eva. adya punah satyah samvrttah. 


alam mayi snehena. kuta idanim avagatam, dola|grham pratha- 
I y gatan grnan 
mam gato bhart” éti? 


bhattinya a|khanditat pranayat. 


alam sevaya! madhyasthatam grhitva bhana. 


vasant’ | 6payana|lolupen’ arya|Gautamena kathitam. tvaratam 
bhattini. 

hafije, madena klamyamanam atm4nam 4rya|putra|darsane hrda- 
yam tvarayati. caranau punar na marge prasarantah. 


nanu samprapte svo dola|grham. 


XA >= 


Nipunike, n’ 4tr’ arya|putro dréyate! 


avalokayatu bhattini. parihasa|nimittam kutr’|4pi giidhena bhar- 
tra bhavitavyam. avam ap’ imam priyangullata|pariksiptam agokal| 


sila|patcakam pravisavah. 

avalokayatu bhattini! cit’ |ankuram vicinvatyor avayoh pipilika- 
bhir dastam. 

kim iv’ aitat? 

esa Bakulavalika asoka|padapa|cchayayam Malavikayas caran’ 
alan|karam nirvartayati. 

a|bhimir iyam Malavikayah. katham atra tarkayasi? 


tarkayami, dola| paribhrastay4 sa|ruja|caranaya devy” 4soka | 
dohad’|4dhikare Malavika niyuke” éti. anyatha katham devi sva- 
yam dharitam nipuralyugalam parijanasy’ abhyanujhasyati? 


mahati khalv asyah sambhavana. 
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3.130 
3.131 
3.132 
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3-135 
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3-137 
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CHAYA 


kim n’ anvisyate bharta? 


hafije, na me caranav anyatah pravartete, mano ’pi kim api vika- 
rayati. asankitasya tavad antam gamisyami. 


sthane khalu kataram me hrdayam. 
api rocate te °yam raga|rekha|vinyasah? 


4tmanaé carana| gata iti lajje enam prasamsitum. kathaya, kena 
prasadhana|kalayam abhivinit” Asi? 


atra khalu bhartuh Sisy” 4smi. 

tvarasv édanim guruldaksinayai. 

distya na garvit” Asi. 

upades’|4nuriipe carane labdhv” Adya garvita bhavisyami. 
hanta, siddham me dautyam. 


sakhi, ekasya te caranasy’ avasito raga|viksepah. kevalam mukhal| 
maruto lambhayitavyah. atha va... pravatam ev Aitat sthanam. 


kutas te *nusayah? ciram bhavat” aitat kramen’ Aanubhavitavyam. 


sakhi, aruna|sata|patram iva Sobhate te caranam. sarvatha bhartur 
anka|parivartini bhava. 


hala, alvacaniyam mantrayase! 
mantrayitavyam eva maya mantritam. 
priya khalv aham tava. 

na kevalam mama... 

kasya v” anyasya? 

gunesv abhinivesino bhartur api. 

alikam mantrayase. etad eva mayi n” Asti. 


satyam tvayi n” Asti? bhartuh kréesu dara|panduresv angesu dr- 
Syate! 


3.138 
3-139 


3.140 
3.141 
3.142 
3.143 


3-144 
3-145 
3.148 
3-149 
3.150 


3.151 


3.151 
3-153 
3.154 


3-155 
3.156 


3-157 
3.163 


3.164 


3.167 


CHAYA 


prathamalganitam iva hat’|asaya uttaram. 


anurago ’nuragena pariksitavya iti su|jana|vacanam pram4ni| 
kuru. 


kim atmanas chandena mantrayase? 
na hi! bhartur etani pranayalmrdukany aksarani bimb |antaritani. 
hala, devim vicintya na me hrdayam viévasiti. 


mugdhe, bhramara|sambadha iti vasant’|avatara|sarvasvam kim 
na citta|prasavo ’vatamsayitavyah? 


tvam tavad dur|jate mam’ atyanta|sahayini bhava. 
vimarda|surabhir Bakulavalika khalv aham. 

hafije, pagya! karit” div’ aitasmin Bakulavalikaya padam Malavika! 
bhattini, nirlvikarasy’ 4py utsukatvaljanaka upadesah. 


sthane khalu gankitam me hrdayam. grhit | arth” 4n|antaram 


cintayisyami. 


esa dvitiyo ’pi te nirvrtta|parikarma caranah. yavad dvav api sa| 
nupurau karomi. 


hala, uttistha. anutistha devya afoka|vikasayitrkam niyogam. 
srutam, devya niyoga iti. bhavatv idanim. 

esa uparidha|raga upabhoga|ksamah puratas te vartate— 

kim bharta? 

na tavad bharta. eso ’Soka|sakh”|avalambi pallava|gucchah. ava- 


tamsaya tavad enam. 
api srutam bhavata? 
api nam’ avayoh sambhavana sa|phala bhavet? 


hala, n’ Asti te dosah. nirlguno ’yam agoko, yadi kusum’|6dbheda| 
mantharo bhaved, ya idrgéam carana|sat|karam labhate. 


ehy enam parihasayisyami! 
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3.172 
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3-175 
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3.181 


3.185 
3.186 
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3.189 
3.191 


3.194 
3.195 


3.196 
3.198 


3-199 
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CHAYA 


bhattini, bhart” atr’ diva pravisati! 
evam prathamam mama cintitam hrdayena. 
bhavati, yuktam nam’ atra|bhavatah priya|vayasyo soko vama 
I 1 priya] vayasy 
padena tadayitum? 
aho, bharta! 
sD A 


Bakulavalike, grhit’|archaya tvay” atra|bhavat” idréam a|vinayam 
kurvanti kasman na nivarita? 


bhattini, pagya, kim pravrttam arya|Gautamena! 
katham brahma|bandhur anyatha jivisyati? 


arya, esa devya niyogam anutisthati. etasminn atikrame paravat” 
iyam. prasidatu bharta. 


yujyate. devy atra manayitavya. 

aho, navanita|kalpalhrdaya arya|putrah! 

Bakulavalike, ehi. anusthitam atmano niyogam devyai nivedaya- 
vah. 

tena hi vijfapaya bhartaram, visarjay’ éti. 

avahita $rnu! ajfapayatu bharta. 


puraya, puraya! aSokah kusumam na dargayati: ayam punah pus- 
pyati phalati ca! 


kim anyat? janghalbalam eva! 

Bakulavalike, sadhu tvay” 6pakrantam! Malavike, tvam tavad aryal 
putram sa|phala|prarthanam kuru! 

pravigatu bhattini! ke avam bhartuh pranayalparigrahasya? 

aho, alvisvasaniyah purusah! maya khalv atmano vaficana|vaca- 
nam pramani|krtya vyadha|gita|raktaya hariny” év’ 4|sankitaya 
idam na vijhatam. 


bho, pratipadyasva kim api! karma|grhitena kumbhilakena «sam- 
dhi|cchedane siksito ’sm’» iti vaktavyam bhavati. 


3.201 


3.202 


3.203 
3.208 
3.210 
3.214 
3.219 


3.221 


3.223 


4.5 
4.7 
4.9 
4.12 


4.14 


4.16 
4.18 


4.20 


4.22 


CHAYA 


visvasantyo ’si! maya na vijfiatam, «idrgam vinodalvastukam Arya| 
putren’ épalabdham» iti. anyatha manda|bhaginya evam na kriy- 
ate. 


ma tavad atra|bhavati atra|bhavato daksinyasy’ 6parodham bha- 
natu. samapatti|drstena devyah parijanena samkath” api yady 
aparadhah sthapyate... atra tvam eva pramanam. 


nanu samkatha nama bhavatu! kim ity atmanam Aydsayisyami? 
Satha, alvisvasaniyalhrdayo ’si! 

iyam api hat’|asa tvam ev’ anusarati! 

kim mam eva bhiyo ’py aparaddham karosi? 


na khalv imau Malavikal|caranau, yau te sparsal|dohadam pirayi- 
syatah! 


bho, uttistha. krea|prasado ’si. 


vayasya, distya anen 4|vinayen’ 4|prasanna gata. tad avam sighram 
apakramavo, yavad Angarako ragim iv’ 4nuvakram na karoti. 
jayatu, jayatu bharta! alsamnihito Gautamah. 

jayatu bhavan! 

yad deva ajnapayati. 

yo bidalalgrhitayah parabhrtikayah. 

sa khalu tapasvini taya pingal’ |aksya sara|bhanda|bhil|grhe mrtyu| 
mukha iva niksipta. 

atha kim? 

$rnotu bhavan. parivrajika me kathayati: hyah kila tatra|bhavat” 
[ravati ruj”|4kranta|caranam devim sukha|prcchik” agara. 

tatah sa devya prsta: «kim nu m alokito vallabha|jana?» iti. tatas 


2 A 


tay” dktam: «mando va ta upacarah, yat te parijanasya vallabha- 
tvam janaty api prcchas’» iti. 


2 A 


tatas tay” Anubadhyamanaya bhavato ’|vinayam antarena parigr- 


hie’ |archa kreta devi. 
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CHAYA 
atah param kim? Malavika Bakulavalika ca nigala|padyav aldrstal 
surya|padam patala|vasam naga|kanyake iv’ anubhavatah. 
katham bhavisyati? yat sara| bhanda|vyaprta Madhavika devya 
samdista: «mam’ anguliyaka|mudram aldrstva na moktavya tvaya 
hat’|asa Malavika Bakulavalika c’» éti. 
asty atr’ 6payah... 
ko ’py aldrstah srnoti. karne te kathayami. 
evam iva! 


deva, pravata|sayane devi nisanna rakta|candanaldharina parijanal 
hasta|gatena caranena bhagavatya kathabhir vinodyamani tisthati. 


tad gacchatu bhavan. aham api devim drastum a| rikta| panir 
bhavisyami. 


tatha. 

bhavati, evam iva. 

ita, ito devah. 

bhagavati, ramaniyam kathalvastu. tatas tatah? 
aho, bharta! 

jayatv arya|putrah! 

asti me visesah. 

paritrayatam! sarpena dasto ‘smi! 


devim draksyam’ ity acara| puspa| grahana|karanat pramada | 
vanam gato ‘smi— 

ha dhik, ha dhik! aham eva brahmanasya jivita|samsaya|nimittam 
jata. 

tasminn agoka|stabaka|karanat prasarite daksina|haste kotara| 
nirgatena sarpa|rupina kalena dasto ’smi. nanv ete dve damsa| 


pade. 


yad deva ajfiapayati. 


4.67 
4.69 
4.71 
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4.77 
4.78 


4.79 
4.83 


4.84 


4.87 
4.92 


4.93 
4.94 


4.95 
4.97 
4.98 
4.101 
4.103 
4.106 


CHAYA 
aho, papena mrtyuna grhito ’smi! 
katham na bhesyami? simasimayanti me ’ngani! 


ha, darsitam alsubham vikarena. hala, avalambadhvam enam! 


bho, bhavato balyat priya|vayasyo ’smi. tad vicary’ 4 
jananya yoga|ksemam vaha. 


putraya me 


=e¢fe 


tama» iti. 
tatha. 


DA 


bhavati, jiveyam va, na va: yan may” atralbhavantam sevamanena 
te ’paraddham, tan mrsyasva. 
dirgh |ayur bhava. 


jayatu bharta! Dhruvasiddhir vijhapayati: «uda|kumbha|vidhane 
sarpa|mudritam kim api kalpayitavyam. tad anvisyatam» iti. 


idam sarpa|mudritam anguliyakam. pascin mama haste dehy 
etat. 


yad deva ajhapayati. 


jayatu bharta! nivrttal|visa|vego Gautamo muhartakena prakrti| 


sthah samvrttah. 


distya vacaniyan mukt 


DA 


asmi. 


esa punar amatyo Vahatavo vijfiapayati: «raja|karyam bahu man- 
WD A 


trayitavyam. darganen” anugraham iccham’» iti. 
gacchatv arya|putrah karya|siddhyai. 

balikah, arya|putra|vacanam anutisthata. 

tatha. 

ita, ito devah. 

atha kim? 


jayatu bhavan! siddhani me mangalalkarmani. 
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yad deva ajfiapayati. 
devya anguliyaka|mudrikam drstva katham vicarayati? 


nanu prsto ’smi. punar manden’ 4pi pratyutpanna | buddhina 
maya kathitam... 


«daiva|cintakair vijhapito raja, «s’|6pasargam vo naksatram. sarval 
bandhana| moksah kriyatanm iti. tac chrutva devy” Eravatyaé 
cittam raksantya «raja kila mocayat’) iti aham samdisto ’sm’» iti. 
tato «yujyata» iti taya sampadito ’rthah. 


tvaratam bhavan! samudralgrhe sakhi|sahitam Malavikam sthi- 
payitva bhavantam pratyudgato ’smi. 


etu bhavan. 

idam samudralgrhakam. 

aho, kumbhilakaih kamukaié ca pariharaniya candrika! 
tatha. 

hala, pranama bhartaram! 

namas te! 

hala, vipralambhayasi mam! 

nanv esa citralgato bharta. 

jayatu bharta! 


hala, tadi sammukha | sthita bharti ripa|darsanena na tatha 


DA 


vitrsn” asmi, yath” Adya maya vibhavitas citra|gata|dargano bharti. 
$rutam bhavata? atra|bhavatya yatha drstag citre, na tatha drsto 
bhavan iti mantritam. mudh” édanim mafijis” éva ratna|bhandam 
yauvana|garvam vahasi. 

hala, k” aisa isat|parivrtta|vadanena bhartra snigdhaya drstya ni- 
dhyayate? 


nanv iyam bhartuh parsva|gata Iravati. 
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CHAYA 
sakhi, al|daksina iva bhart4 me pratibhati, yah sarvam devi|janam 
ujjhitva ekasya mukhe baddhallaksah. 


citra|gatam bhartaram param’ |arthatah samkalpy’ Asiyati. bha- 
vatu, kridayisyami tavad etaya. 


hala, bhartur vallabha esa. 

tatah kim idanim atmanam 4ayasayami? 

anunaya|sajja idinim bhava. 

arya|Gautamo ’py atr’ diva sevata enam! 

na khalu kupit” édanim tvam? 

yadi ciram kupitam eva mam manyase, esa pratyaniyate kopah! 
jayatu bharta! 

katham? citra|gato bharta may” Asityitah? 

kim bhavan udasina iva? 

ma tavad, atra|bhavatyam tav’ 4|visvasah? 


sakhi, bahusah kila bharta vipralabdhah. tat tavad atma visvasa- 
niyah kriyatam! 


sakhi, mama punar manda | bhagyayah svapna|samagamo ’pi 
bhartur dur|labha sit! 


bhartah, dehy asya uttaram. 
anugrhite svah. 


Bakulavalike, esa bal’|4soka|vrksasya pallavani harino langhitum 


agacchati! ehi, nivarayava enam. 


tatha. 
evam api Gautamo nanu samdisyate? 


arya Gautama, aham a| prakage tisthami. tvam dvara| raksako 
bhava. 


yujyate. 
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CHAYA 


idam tavat sphatika|sthalam asrito bhavami. 

aho sukha|sparsata éila|visesasya! 

devya bhayen’ atmano ’pi priyam kartum na parayami. 

yo na bibheti, sa maya bhattini|darsane drsta|samarthyo bharta! 


hafije Nipunike, satyam tvam parigat’|artha, Candrikaya samudral 
grh |alindake arya|Gautama ekaki drsta iti? 


anyatha katham bhattini vijfhapyate? 
tena hi tatr’ diva gacchavah. samgayan muktam Arya| putrasya 
priya|vayasyam prastum ca... 
s |avasesam iva bhattinya vacanam. 
anyac ca... citralgatam bhartaram prasadayitum. 
ee 


ath’ édanim bhart” diva kim na pratyanuniyate? 


mugdhe, yadréas citra|gato, na tadrga ev’ anya|samkrantal|hrdaya 
arya|putrah. kevalam upacar |atikramam pramarstum ayam aram- 


bhah. 


ito, ito bhattini. 


jayatu bhattini. devi bhanati: «na me esa matsarasya kalah. tava 
khalu bahu|manam vardhayitum vayasyay4 saha nigala|bandha- 
ne krta Malavika. yady anumanyase, arya|putram api tava krte 
vijhapayisyami. yat tav’ éstam, tad bhana» iti. 


Nagarike, vijfiapaya devim: «ka vayam bhattinim niyojayitum? 
parijana|nigrahena mayi darsito ’nugrahah. kasya v” anyasya pra- 
saden’ 4yam jano vardhata?» iti. 


tatha. 


esa dvar’|6ddege samudra| grhasya vipani| gata iva vrsabha arya| 
Gautama 4sina eva nidrayate. 


Avasesalvisa|vikaro bhavet? 


atyahitam! na khalu s’ 


prasanna|mukhalvarno drsyate. api ca Dhruvasiddhina cikitsitah. 
tad asy’ 4|Sankaniyam papam. 
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4.217 
4.220 


4.221 


4.222 


4.223 
4.226 


4.229 
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bhavati Malavike! 

grutam bhattinya? kasy’ aisa atmanino hat’|asah kitavah? sarva| 
kalam ita eva svastilvicana|modakaih kuksim pirayitva, sampra- 
tam Malavikam utsvapnayate! 


Iravatim atikramanti bhava! 


etad atyahitam! bhujanga|bhirum brahma|bandhum anena bhu- 


jangalkutilena danda|kasthena stambh’|antarita bhisayisyami. 


arhati krtalghna upadravasya. 

aviha! aviha! bho, darvikaro ma upari patitah! 
bhartah, ma tavat sahasa niskrama! sarpa iti bhanati. 
ha dhik, ha dhik! bharta ita eva dhavati. 


katham? danda|kastham idam! aham punar jane, yan maya ketakil 
kantakabhyam damgam krtva sarpasy éva damégah krtah, tat| 
phalitam iti. 


ma tavad bharta pravisatu! iha kutila|gatih sarpa iva dréyate. 
api nir|vighna|manolratho diva|samketo mithunasya? 


Bakulavalike, distya dauty’ 


Adhikara|visaya sampirna te pratijfa. 

prasidatu bhattini! kim nu khalu dardura vyaharant’ iti devah 

prthivyam varsitum smarati? 

ma tavat! bhavatya darsana|matren’ 4tra|bhavan pranipata|lan- 

ghanam vismrtah. bhavati punar ady’ 4pi prasadam na grhnati? 
D ALIA 


kupit” 4p’ idanim kim karisyami? 


«a|sthana» iti susthu vyahream Arya|putrena. anya|samkrantesv 
asmakam bhagyaldheyesu yadi punah kupyeyam, tato hasya bha- 
veyam. 


Nipunike, gaccha, devim vijfapaya: «drstam devyah paksalpatit- 
vam ady’» éti. 


tatha. 
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CHAYA 
aho, an|arthah sampatitah! bandhana|bhrasto grha|kapoto bida- 
lik” |aloke patitah. 


bhattini, yadrccha|drstaya Madhavikay” akhyatam: «evam khalv 
etan nirvrttam» iti. 


upapannam eva. satyam ayam atra brahma|bandhuna udbhinno 
dus|prayogah. 


iyam asya kama|tantra|sacivasya nitih! 


bhavati, yadi nitya ekam apy aksaram patheyam, tato Gayatrim 
api vismareyam. 


deva, kumari Vasulaksmi kandukam anudhavanti pingala|vana- 
rena balavad uttrasita, anka|nisanna devyah pravata|kisalayam iva 
vepamana na kim api prakrtim pratipadyate. 


tvaratam arya|putra endm samagvasayitum! ma asyah samtrasa| 
janito vikaro vardhatam. 


sadhu, re pingala|vanara, sadhu! paritratas tvaya sva|paksah. 


hala, devim cintayitva vepate me hrdayam. na jane ‘tah param 
kim anubhavitavyam bhavisyati. 


ascaryam, ascaryam! alpina eva pafica|ratre dohadasya, mukulaih 
samnaddhas tapaniy |4sokah! yavad devyai nivedayami. 


asvasitu sakhi. satya|pratijfia devi. 
tena hi pramadalvana|palikayah prsthato bhavavah. 


tatha. 


upaksipto maya krta|satkara|vidhes tapaniy’ | 4Sokasya vedika| 
bandhah. yavad anusthita|niyogam atmanam devyai nivedayami. 


aho, daivasy’ 4nukampaniya Malavika! tasyam tatha candika devi 
anen 4soka|kusuma|vrttantena prasada|sumukhi bhavisyati. ku- 
tra nu khalu devi bhavet? 

aho, esa devyah parijan’|4bhyantarah kim api jatu/mudrallafichi- 
tam mafijisikam grhitva catuh|salat kubjah Sarasako niskramati. 
praksyami tavad enam. 


5.21 


5+25§ 
5-27 


CHAYA 


Sarasaka, kutra prasthito ’si? 


Madhukarike, vidya| para|ginam brahmananam nitya|daksina 
datavya. tad aryal|purohitasya hastam prapayisyami. 


kim|nimittam? 


yada prabhrti srutam, «sena|patina yajfia|turaga|raksane niyukto 
bhartr|darako Vasumitra» iti, tada prabhrti tasy’ 4yuso nimittam 
astadasa | suvarna| parimanam daksinam devi daksiniyaih prati- 
grahayati. 


yujyate. atha kutra devi? kim v” anutisthati? 


mangalalgrhe asana|stha bhitva Vidarbhalvisayad bhratra Virase- 
nena presitam lipi|karair vicyamanam lekham érnoti. 


kah punar Vidarbhalraja|vreeantah? 


vasi|krtah kila Virasena| pramukhair bhartur vijaya|dandair Vi- 
darbha|nathah. mocito ’sya dayado Madhavasenah. ditas ca tena 
maha|sarani ratnani, vahanani, silpa|karika|bhayistham parijanam 
c’ 6payani|krtya bhartuh sakasgam presitah, §vah kila bhartaram 
draksyati. 


gaccha, anutisth’ 4tmano niyogam. aham api devim draksyami. 


ajfapt” 4smy agoka| satkara|vyaprtaya devya: «vijhapay’ arya | 
putram, <icchamy 4Arya|putrena sah’ Asoka | vrksasya prasiina | 
laksmim pratyaksi|kartum» iti.» yavad dharm’ | asana| gatam 
devam pratipalayami. 

esa jaya|sabda|siicita|prasthano bhart” éta ev’ agacchati. aham 
api tavad asya pramukhat kim apy apasrtya etan mukh |alinda| 
toranam samasrita bhavami. 


yath” aham pasyami, tath” aik’|4nta|sukhito bhavan bhavisyati. 
adya kila devya Dharinya pandita|Kausiki bhanita: «yadi tvam 
prasadhana|garvam vahasi, tad darsaya Malavikayah éarire Vai- 
darbham vivaha|nepathyam» iti. tay” api salvises’|4lamkrta Mala- 
vika. tatralbhavati kad” api pirayed bhavato mano|ratham. 
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CHAYA 


jayatu bharta! devi vijhapayati: «tapaniy’ |4sokasya kusuma|sau- 
bhagya|darsanena mam’ arambhah sa|phalilkriyatam» iti. 


atha kim. yath” |4rha|sammana|sukhitam antah|puram visrjya 
Malavika|puro|gen’ atmanah parijanena saha devam pratipilay- 
ati. 


ita, ito devah. 
bho vayasya, kim cit parivrttalyauvana iva vasantah pramadalvane 


laksyate. 


bho, ayam sa datta|nepathya iva kusuma| stabakais tapaniy | 
asokah. avalokayatu bhavan! 


bho, visrabdho bhava! asmasu samnihitesv api Dharini parsva| 
parivartinim Malavikam anumanyate. 

janami nimittam kautuk’ | alamkarasya. tath” Api bisini| patra| 
gatam salilam iva vepate me hrdayam. api ca daksin’|étarad api 
me nayanam bahuégah sphurati. 


bho vayasya, vivaha|nepathyena sa|visesam khalu gobhate ’tra| 
bhavati Malavika! 


jayatv aryal|putrah! 
vardhatam bhavati. 


esa te ’smabhis taruni|jana|sahayasy’ 4sokah samketa | grham 


samkalpitah. 

bho, aradhito ’si! 

bho, visrabdho bhitva tvam yauvanavatim imam pasya. 

kam? 

tapaniy |asokasya kusuma|sobham. 

hala Rajanike, al|pirvam apy etad raja|kulam pravisantyah prasi- 
dati mam’ abhyantaralgata atm. 


Jyotsnike, mam’ apy evam. asti khalu loka|vadah: «agami sukham 
va duhkham va hrdaya|samavastha kathayat’» iti. 
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CHAYA 


sa idanim satyo bhavatu! 

jayatu bharta! jayatu bhattini! 

bhartah, samgite *bhyantare svah. 

Malavike, itah pagya! katara te samgita|sahacarini rocate? 
aho, bhartr|darika! 

jayatu, jayatu bhartr|darika! 

deva, iyam asmakam bhartr|darika! 


Srnotu bharta. yah sa bhartur vijaya|dandair Vidarbha|natham 
vagilkrtya bandhanan mocitah kumaro Madhavaseno nama, tasy’ 
éyam kaniyasi bhagini, Malavika nama. 


katham? raja|darik” éyam? candanam khalu maya paduk”|épayo- 
gena disitam! 


vidher niyogena. 


rnotu bharta. dayada|vasam gate ’smakam bhartr|darake Ma- 
dhavasene, tasy 4matyen’ arya|Sumatin” asmadrséam parijanam 

y ary ram parijanan 
ujjhitva gidham apanit” 4isa. 


atah param na janivah. 
arya|Kausikya iva svara|samyogah! 
nanu Sa eva. 


yati|vesa|dharini arya|Kausiki duhkhena vibhavyate. bhagavati, 
vandavahe. 


tena hi kathayatu bhagavati atra|bhavatya vretanta|sesam. 
ma bibhehi! atikrantam khalu tatra|bhavati kathayati. 
ha, hatah Sumatih! 

atah khalu bhartr|darikaya iyam samavastha samvreta. 


kim nu khalu sampratam bharta bhanati? 
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CHAYA 


bhagavati, tvay” 4bhijanavatim Malavikam an|acaksanay” 4 
pratam krtam. 


sam- 


kim iva tat karanam? 

bhartr|darike, distya bhartr|darako ’rdhalrajye pratistham gami- 
syati! 

etavat tavad bahu mantavyam, yaj jivitalsamsayan muktah. 

aho, tato| mukham eva no hrdayam! srosyami tavad guru|jana| 


kugal’ | 4nantaram putrasya Vasumitrasya vretantam. ati | bhare 
khalu me putrakah sena|patina niyuktah. 


anen’ asvastam me hrdayam. 
bhavati, paritusto ’smi yat pitaram anujato vatsa iti. 


Jayasene, gaccha, Iravati|pramukhanam antah|puranam putrasya 
vijaya|vrttantam nivedaya. 


tatha. 
ehi tavat! 
iyam asmi. 


sD As 


yan may” asoka|dohada|niyoge Malavikayai pratijfatam, tad asya 
abhijanam ca nivedya, mama vacanen’ Eravatim anunaya, «tvay” 
aham satyan na paribhraméayitavy”» éti. 


yad devy ajfiapayati. 


bhattini, putra|vijaya|nimittena paritosen’ 4ntah|puranam abha- 
rananam mafijis” 4smi samvrtta! 


kim atr’ agcaryam? sadharanah khalu tasam mama c’ Ayam abhy- 


udayah. 


bhattini, Iravati vijhapayati: «sadrsam khalu devyah prabhavan- 
tyah. tava vacanam prathama|samkalpitam na yujyate ’nyatha 
kartum» iti. 


»D A 


bhagavati, tvay” 4numata icchami arya|Sumatina prathama|sam- 


kalpitam Malavikam aryalputrasya pratipadayitum. 
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CHAYA 


arya|putra idam priya|nivedan’|4nuripam paritosikam pratic- 
chatu. 


kim avadhirayati mam Arya|putrah? 


bhavati, esa loka|vyavaharah: sarvo ’pi navalvaro lajj”|aturo bha- 
vat’ iti. 

atha va, devy” aiva krta| pranaya|visesam datta | devi | sabdam 
Malavikam atra|bhavan pratigrahitum icchati. 


etasya raja|darikaya abhijanen’ diva datto devi|gabdah. kim punar| 
uktena? 

marsayatu bhagavati, abhyudaya|kathaya4 maya na laksitam. Jaya- 
sene, gaccha tavat! kauseya|patr’|6rnam upanaya. 


yad devy ajhapayati. 

devi, etat. 

idanim 4arya|putrah praticchatu. 
aho devya anukilata! 


jayatu bhattini! 


jayatu bharta! Iravati vijnapayati: «yad upacar |4tikramena tada 
bhartre aparaddham, tat svayam bhartur anukilam may” Acari- 
tam. simpratam pirna|manorathena bhartra prasada|matrena 
sambhavayitavy”» éti. 


Nipunike, avasyam tasyah samdegam sevitum Arya|putro jfasyati. 
yad devy ajnapayati. 
bhagavati, na yuktam asman parityaktum. 


ajfiapayatv arya|putrah, kim bhiyo ’pi priyam anutisthami? 


NOTES 


Bold references are to the English text; bold italic references are to the San- 
skrit text. An asterisk (*) in the body of the text marks the word or passage 
being annotated. 


1.2 


1.3 


Wearing but a raw hide: an untanned hide is the traditional garb 
of ascetics. Shiva is the foremost of ascetics and is often depicted 
clad in a tiger or leopard skin. He is also said to have defeated an 
elephant demon and danced his wild dance wearing the raw hide 
cut from its body. 


Body merged with his beloved: Shiva is not only sexually united 
with his partner the universal Goddess (devi), but actually shares 
a body with her in the form known as ardha/nar”/isvara, the half- 
woman Lord. 


The eight bodies of Shiva are said to be the five elements (earth, 
water, fire, air and ether), the sun, the moon, and the personified 
deity Pashu-pati, the latter often equated with the individual soul 
or the sacrificer. His eight forms are also referred to in the bene- 
dictory verse of the Abhijnanasakuntala, where VASUDEVA (2006) 
interprets them as earth, fire, air, space, the sun, the moon, the 
offering and the sacrificer. 


Lord: the word isa means “lord” in the sense of one with mastery 
and control. It is most frequently used to denote Shiva. The bene- 
dictory verse plays on the contrary nature of Shiva. 


The director (sitradhdara) is the leader of the troop of actors. San- 
skrit plays traditionally begin with an appearance of the director 
with an actor or actress. Their dialogue introduces the play to the 
audience, and at the end of the introductory scene the director 
connects to the beginning of the fiction in a sort of verbal cross- 


fade. 


The back-stage (epathya) is the actors’ dressing room behind the 
stage. It is from here that characters enter the stage, and where 
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1.7 


1.7 


1.7 


1.7 


1.16 
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NOTES 


sounds heard “offstage” or “in the air” originate. The back-stage 
is separated from the visible stage by a wall with two doorways 
obstructed by a curtain (pata or pati). See e.g. GITOMER (1999) 
for a description of the stage. 


Contemporary poet: this statement in the prologue of the play has 
led to the general opinion that “Malavika and Agni-mitra” must 
be the first play of Kali-dasa; see p. xv. 


Bhasa (Bhdsa; in some versions of “Malavika and Agni-mitra” 
called Bhasaka or Bhaskara; elsewhere Bhavaka or Dhavaka is 
named in his place) is an illustrious dramatist tentatively dated to 
the fourth century cE, whose work was thought for a long time 
to have been lost. In the early twentieth century a manuscript of 
thirteen plays attributed to him was discovered in Kerala, though 
their authenticity remains debated. 


Saumilla (Saumilla; in other versions also called Saumillaka and 
Sominda) is probably identical to Sémila (Somila), who is recorded 
as having co-authored with a poet named Ramila (Ramila; pos- 
sibly his brother or son) a certain Stidrakakatha, (“The Story of 
Shidraka”). No record of his dramatic work is preserved, unless 
he is identifiable as Shydmilaka (Syamilaka or Syamala), author 
of the comedy Padataditaka, (“The Kick”)—but this Shyamilaka 
was in all probability a contemporary of (and possibly junior to) 
Kali-dasa, not a revered predecessor. 


Kavi-putra (Kaviputra; in other versions also called Kavimisra and 
Kavimitra) is the most obscure of the three; nothing is known of 
his work except a verse attributed to him (or rather to a pair of 


Kavi-putras) in a fifteenth-century anthology. 


The chdlita dance (Sanskrit chalita; variants calita and chalika) is 
a very obscure type of performance. Many commentators cite a 
verse about it (without attribution; with variations in the spelling 
of the name of the dance and some corruption in some ver- 


sions): tad etac chalitam nama saksad yad abhiniyate / vyapadisya 


I.20 


1.42 


NOTES 


puravrttam svabhiprayaprakasakam, “The one called chdlita is that 
which is acted out openly (?), showing one’s own desires un- 
der the pretext of an old story.” This definition tallies so well 
with what happens later (2.22 [4] onward) and sounds so un- 
likely that it was very likely written on the basis of this very 
play. Acceptance of this definition may be the reason why the 
Prakrit name ‘chalia is usually translated to Sanskrit as chalita, 
“tricky.” The other explanation cited by many commentators says 
it is a genre that involves fourfold acting (cf. note to 1.54), is ac- 
companied by jatisvara (rhythmic singing without lyrics), is pre- 
dominantly of the erotic mood, and is rhythmical (caturvidhab- 
hinayavad yaj jatisvarasambhrtam / srngararasabhiyistham salayam 
calitam viduh). From the use of the term in other texts (though rare 
and vague), it seems that chalika is the older name of the genre, 
and that it may have meant a particular kind of music before being 
applied to a certain type of dance. See RAGHAVAN (1978: 538ff.) 
for a more detailed discussion. 


The snake seal on the ring is probably just a general symbol of 
fertility and/or good luck. Although both Ka and Ni say such a 
ring is intended for neutralizing snake poison, we believe they are 
influenced by what happens later. See also p. xxiii. 


Papa translates ‘dutta, a Prakrit word possibly related to San- 
skrit dryaputra or even rajaputra. Available commentators do not 
explain the word satisfactorily. For the chadya (avutta) Ka quotes 
the Amarakosa (1.8.12, bhaginipatir avuttah) to the effect that 
this term is used in drama for (addressing) one’s sister's husband, 
without any further comment. However, it is unlikely that Vasu- 
lakshmi is Queen Dharini’s sister. Her title “Princess” intimates 
that she is the daughter of Agni-mitra (presumably by Dharini), 
and the similarity of her name to that of Prince Vasu-mitra corrob- 
orates this. We have therefore assumed that "dutta, is a vernacular 
word used to address one’s father. 


Rudra divided it into two parts: the two basic aspects of dance 
are tandava and lasya. The former is the masculine type of danc- 
ing, relying mainly on technical skill and strength; the latter is the 
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feminine type of movement that includes acting by body language 
and facial expressions. 


Body ... mingled with Uma: see note to 1.1. 


Various sentiments: rasa, literally “flavor, essence,” is a central 
concept of Indian aesthetics, meaning the sensation experienced 
by the reader, listener or spectator of a literary work. The var- 
ious rasas are induced by the sentiments (bhava or sthayibhava, 
“durable sentiment”) said to be so called because they induce or 
bring into existence (bhdvayanti) the aesthetic experience (rasa) 
in the spectator. The rasas are eight in number (NS 6.15), corre- 
sponding to eight bhavas (NS 6.17): srngara (erotic) to rati (pas- 
sion), /asya (comic) to Adsa (laughter), karuna (pathetic) to soka 
(sadness), raudra (furious) to krodha (anger), vira (heroic) to ut- 
saha (ardor), bhayanaka (terrible) to bhaya (fear), bibhatsa (odi- 
ous) to jugupsd (disgust), and adbhuta (marvelous) to vismaya 
(amazement). 


The three qualities (gunas) are the fundamental qualities or con- 
stituent principles of the world elaborated in Sankhya philosophy. 
They are sattva, rajas and tamas, often (loosely) translated as good- 
ness, passion and darkness. 


Iyer says in his explanatory notes that Iravati studies dance with 
Hara-datta and that Malavika surpasses her in aptitude too—but 
we see no convincing reason for this assumption. 


The baseborn brother (varn‘/avarah, literally “of a lower class”) 
would have been born from a lower-caste concubine of Dharini’s 
father rather than from his primary wife. The Manusmrti (3.12) 
enjoins twice-born men (members of the three upper varnas or 
classes, i.e. brahmins, kshatriyas and vaishyas) to marry women of 
the same class as theirs, but allows love-marriages with women of 
a lower class. 


The Narmada is a major sacred river of central India, flowing im- 
mediately south of the Vindhya range and forming a natural bor- 
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der between the territories of Vidisha and Vidarbha. The vari- 
ant reading 'Mandaini , (Sanskrit Mandakini) appears instead of 
"Nammada (Narmada) in a number of manuscripts. This name is 
most often used for the Ganges or for a particular Himalayan trib- 
utary of the Ganges, but may be applied to any significant river, 
and it is probably safe to assume that the Narmada is meant by 
Mandakini in the variant. 


Water ... becomes a pearl when dropped in an oyster: a common 
topos in Indian poetry. 


The art of fivefold acting (paric’/ang /abhinaya) might also be “act- 
ing by the five limbs.” Commentators and editors seem as un- 
certain as we are. Ka says it means fivefold acting (i.e. acting 
that involves five techniques), and equates it to a type of perfor- 
mance called prerana, for which he quotes a rather obscure def- 
inition from a text he calls Nrttaratnakara (or Samgitaratnakara, 
according to an edition of Ka’s commentary quoted by Iver). Ni 
is a “five limbs” proponent, quoting a verse without attribution 
that says it means acting with the two hands, two legs and the 
head (karabhyam caranabhyam ca Sirasd cabhiniyate / yatra vastv 
iti vijneyah pancangabhinayo hi sah; repeated with slight variations 
in the Sararthadipika). The Sararthadipika and TARKAVACHASPATI 
quote another (also unattributed) definition by which the five 
limbs would be the mind, the eyes, the eyebrows, the hands and 
the feet (cittaksibhrishastapadair angaih). According to the NS, the 
limbs involved in acting are six in number: the head, the hands, the 
hips, the chest, the flanks and the legs (8.12: sirohastakativaksah- 
parsvapadasamanvitah / angapratyangasamyuktah sadango ndatya- 
samgrahah), while acting is normally said to be fourfold, involving 
gestures, speech and voice, costumes, and the physiological signs 
of emotions (8.9: angiko vacikas caiva hy aharyah sattvikas tatha). 
According to Ka, Gana-dasa is implying that Malavika has finished 
learning the chdlita dance and has moved on to a new subject. 


We follow Iver’s edition in spelling the minister’s name Vahatava 
(Vahatava), but in other sources his name varies. Our intuition 
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is that the original Sanskrit name might have been Barhataka ot 
Varhataka, Prakritized to 'Vahatao,. In orthography this might 
easily have been changed to 'Vahatavo, (and re-Sanskritized to 
Vahatava), while the variation Vahanava is probably the result of 
a copyist mistaking a ta aksara for na. Proving this theory would 
require more attention to actual manuscript evidence. 


Vaidarbha is Yajfia-sena, the king of the Vidarbha country. 


The identity of the Maurya minister is not discussed elsewhere in 
the play. Agni-mitra’s father, Pushpa-mitra, founded the Shunga 
dynasty after supplanting the Maurya kings (see p. xvi and In- 
troduction, note 22), so it is not impossible that a former Mau- 
rya minister is held captive by Agni-mitra. Ka, however, interprets 
Mauryasaciva to be the name of Yajfia-sena’s brother-in-law, a so- 
lution we consider less likely. In other versions of the text he is 
also referred to as Aryasaciva and Maudgalasaciva (interestingly, it 
is this latter form that appears as a pratika in the commentary of 
Ni, but it is glossed by Mauryasaciva). 


The king of Vidarbha (called Yajfia-sena) is Agni-mitra’s natural 
enemy because their countries are adjacent. On this matter, the 
Manusmrti (7.158) states: anantaram arim vidyad arisevinam eva 
ca / arer anantaram mitram udasinam tayoh param, “He should 
recognize that his immediate neighbor is his enemy, as also any- 
one rendering assistance to the enemy; that his enemy’s immediate 
neighbor is an ally; and that the one beyond these two is neutral.” 
The Arthasastra elaborates this idea further, and calls the imme- 
diate neighbor a natural enemy: bhimyanantarah prakrtyamitrah 
(6.2.19). He provokes Agni-mitra (more literally: “acts disagree- 
ably”) by asking him to remain neutral even though Agni-mitra 
had already accepted Madhava-sena’s offer of alliance and agreed 
to marry the latter's sister. 


He is ripe for an attack (literally “in the class of those to be 
marched against,” yatavya/pakse), probably because there is inter- 
nal discord in his kingdom: his rivalry with his cousin Madhava- 
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sena. The Arthasastra (6.2.16) says arisampadyuktah samantah sat- 
rub, vyasani yatavyah, anapasrayo durbalasrayo vocchedaniyah, “A 
neighbouring prince possessed of the excellences of an enemy is 
the foe; one in calamity is vulnerable [ydtavyah]; one without 
support or with a weak support is fit to be exterminated.” See 
BOESCHE (2003) for a discussion of the concept of war in the 
Arthasastra. See also the next note. 


The minister's verse elaborates the message of Arthasastra 8.2.18: 
prakrtisv aridhah sukham ucchettum bhavatiti, “not being rooted 
among his subjects, he becomes easy to uproot.” 


Dramatic sentiments (b/dva): see note to 1.42. In this case the 
two dance masters possibly embody the bhava of krodha, anger. 
The word bhava is also used as a form of address to learned men, 
particularly the stage director (see 1.5, there translated “sir,” and 
see note to 1.2 on the stage director). 


The queen might suspect prejudice because Gana-dasa is her pro- 
tégé, while Hara-datta is the king’s. 


The king’s favor: the Sanskrit word parigraha also means “associ- 
ation, company” and “wife,” and Kaushiki alludes to these mean- 
ings in her answer. 


The sun's favor ... strengthens the brilliance of fire: the idea is 
that the sun confers its power on fire when it sets, thus making 
fires at night more brilliant than they are in the daytime. For cor- 
roboration Ka quotes the Aitareya Brahmana (8.5.28): ddityo va 
astam yann agnim anupravisati, “Setting, the sun enters fire.” (Mis- 
quoted or misprinted in Ka.z’s edition as ddityo vd astam yanna 
pravisati.) An alternative interpretation of the statement (more in 
line with the secondary meaning of “company,” q.v. the previous 
note) would be that in the midday heat a fire burns hotter than in 
the cool night. 


Lady Night: the Sanskrit word nisa, “night,” is grammatically fem- 
inine and is thus an apt metaphor for the queen whose favor can 
enhance the luster of her pet dance master. 
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Her crony: pitha/mardiké, literally “[female] back-rubber,” is a 
very unusual word to describe a venerable nun. In the Kamasi- 
tra, a pithamarda (masculine) is something like a professional go- 
between, a man without wealth who ekes out a living performing 
favors for the sophisticated bon vivant and serving him as a mes- 
senger of love. The pithamarda is also a stock character in drama 
performing much the same function, that is, aiding the hero in 
various matters, especially conciliating women and winning their 
favors for the hero. It is possible that the jester calls Kaushiki so 
because he knows that she too wants to marry Malavika to Agni- 
mitra; in this case “our crony” would be the right translation. Yet 
we are inclined to believe that at this point Gautama does not 
know he has an ally in the nun (see p. xxix), and he simply uses 
this word for her in mockery. See also note to 1.136 about the 
possibility that the jester might repeatedly be alluding to the Ka- 
masttra. 


Queen Dharini’s name means “Earth,” (literally: “supporting”) 
and an Indian king is conventionally said to be married to the 
earth. The other metaphysical wife of the king is sri or Laksmi, 
“royal glory” or “plenty,” to whom Malavika is compared in 5.43 
[6]. A further punning interpretation besides “whose crop is lushly 
verdant” is possible if we analyze the Sanskrit as mah” /asara/prasava: 
“who produces crop as a result of great showers.” 


Or what does the queen think? Some sources (the main text of 
AIYANGAR’s edition, also noted as a variant in KALE, Iver and Sas- 
TRI) put this sentence in the king’s mouth. The connective v4, “or,” 
is a point against this, though its use by a new speaker would be 
less jarring in Sanskrit than it is in English. 


The clash of the rams is ‘samvdda, in Prakrit, corresponding to 
the Sanskrit sampdta. However, the Prakrit word corresponding 
to Sanskrit samvada, “dispute,” would be homophonous, and in- 
deed some chdyd versions have samvdada as the Sanskrit transla- 
tion of this word. We assume that Kali-dasa used this ambigu- 
ous word intentionally. For the rams ("urabbha , Sanskrit urabhra) 
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there is a variant, "warambhari, (Sanskrit udarambhari), “belly- 
fillers” (i.e. in this context drones or parasites), a rather unusual 
but legitimate compound. We speculate—but cannot be any- 
where near certain—that the Prakrit word "urabbha may have 
been another homophone that meant both “ram” and “belly- 
filler,” turning the entire compound into a Prakrit double enten- 
dre: “let’s see the dispute of the drones” or “let’s see the clash of 
the rams.” It would not have been possible to translate such a 
pun directly into Sanskrit, so urabhra and udarambhari may orig- 
inally have been parallel glosses of one Prakrit word. Of our com- 
mentators, Ni seems to have known only of the ram-clash ver- 
sion (urabhrasampatam mesayuddham), while Ka treats the ram- 
clash as the primary reading and the drone-dispute as a pathantara 
(urabhrasampatam mesayuddham iti narmoktih. ... udarambhari- 
samvadam iti pathe udarambharyoh svodarabharanaparayoh sam- 
vadam). Ram fights do not seem incongruous with ancient In- 
dian palace life. For example one of the stories in the Pavicatantra 
(Candrabhipatikatha, tale 9 in Apariksitakaraka, the fifth book) is 
about rams kept as pets (play mounts for the young princes) in a 
palace, who become spoiled and cheekily raid the kitchens. The 
Kamasitra (1.4.8), while describing the pastimes of the bon vi- 
vant, says bhojandnantaram sukasarikapralapanavyaparah, lavaka- 
kukkutamesayuddhani, tas tas ca kalakridah, pithamardavitavidi- 
sakayatta vyaparah, divasayya ca: “After eating, he passes the time 
teaching his parrots and mynah birds to speak; goes to quail-fights, 
cock-fights, and ram-fights; engages in various arts and games; 
and passes his time with his libertine, pander and clown.” Inter- 
estingly, the word pithamarda (here translated “pander;” see note 
to 1.119) is used in this Kamasttra passage. Given that vidusaka 
(“jester” in our translation) also appears in the passage, added to 
the generic correspondence of “various arts” to the ensuing dance 
(and possibly the tenuous similarity of exercising [grammatically 
feminine] mynah birds to Malavika’s performance or to eventual 
conversation with her), we wonder if the jester (described as the 
king’s kama/tantra/saciva, “Minister of Amorous Affairs” by Iravati 
[4.236] and as kary/antara/saciva, “my other minister, in charge 
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of some quite different affairs” by the king [1.76]) is actually hint- 
ing at the Kamasutra with his rather unexpected use of the words 
pithamarda and urabhrasampata. 


The stage directions in this paragraph are rather confused in the 
various manuscript sources, and the apparatuses of available edi- 
tions do not give a completely clear picture. The exact arrange- 
ment we have chosen to follow as being the most logical to our 
mind is apparently not found anywhere except in ATYANGaR’s edi- 
tion. We agree with Iver that the sentence “stop playing into my 
husband’s hands” could not possibly be spoken openly (and dis- 
agree with KaLE who says that this must have been spoken to her- 
self, else Gana-dasa would have obeyed her), but we prefer to read 
“What now?” as meant only for the audience's ears, not for any of 
the characters on the stage. 


Sardsvati is the goddess of learning and the arts. 


I shouldn’t have doubted that is a liberal translation of a rather 
vague statement: ciram alpade sankito smi, literally perhaps “for 
long I have been doubtful in the wrong place.” We follow Ka in 
our interpretation that he has worried the queen might not let 
him order his pupil as he likes after all, and now feels assured in 
his rights. An alternative suggested by IvEr is that sankitah can be 
understood as a proper passive participle: “I have been wrongly 
suspected [to be incompetent by the queen].” There is also a vari- 
ant apadesasankito for apade sankito, which might mean “T have 
been suspecting some pretext,” but we do not feel this makes the 
line more intelligible. 


See note to 1.16 on the chélita dance. 


A chatush-pada song (literally: “four-footed”) might consist of 
four lines (as almost all classical poetry does, and the lines are nor- 
mally called pada, not pada), or of four parts. Most commenta- 
tors either fail to explain the meaning and stick to a grammatical 
analysis of the compound, or offer confusing (and probably con- 
fused) explanations. Given that in 2.8 the “fourth movement” of 
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the song is mentioned (but see also note to 2.8), we are inclined 
to believe that this is a genre of song with four parts or four verses. 
However, the fact that of the single four-line poem that is actually 
sung, each line apparently represents a different mood (see 2.23 
and note thereof), may also suggest that “fourth movement” is a 
corruption (or our misunderstanding), and the catuspada is a song 
whose four lines are independent mini-compositions in various 
moods. 


Rumble of the membrane: the verse abounds in technical terms, 
and we have sacrificed the accuracy of the translation in an at- 
tempt to render the onomatopoeia of the Sanskrit. Marjana, lit- 
erally “rubbing,” refers to the tuning of a drum by applying a soft 
paste to the center of the membrane. The mdyidri, literally “asso- 
ciated with or favored by peacocks,” is a particular way of tuning 
the faces of the mrdanga drum, based on the middle note or ma- 
dhyama/svara (corresponding to Fa in the western solfége scale, or 
F in a C major scale). See MARASINGHE (1989: 148) for more de- 
tails. Peacocks are said to be fond of thunder because they perform 
their courtship dance at the beginning of the rainy season. 


We shouldn't be late for the rendezvous: our translation is based 
on a reading (sémayika bhavamah) that is rather poorly attested 
in sources (but mentioned by Ka as a pathdntara extant in his 
time). The king may have said this in complete innocence (in this 
case more accurately translated “let us be on time”), but he might 
have meant (or the queen might have understood) samayika as 
one who attends a téte-a-téte with a lover. In the other, better at- 
tested readings (sdmavdayika bhavama and samajika bhavama, both 
essentially meaning “let us join the company”) we do not per- 
ceive a double meaning that would warrant the queen’s remark 
about her “husband’s tactlessness.” It is, however, possible that one 
of these was indeed the original reading, and the tactlessness was 
not the choice of this word, but the use of tasyah, “her/its (com- 
pany)” before it (omitted in IyEr’s edition but attested in numer- 
ous sources). In this case the king might have referred to the sub- 
ject of Kaushiki’s verse, the sound of the drum (mdarjana, feminine 
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in Sanskrit), while the queen might have understood tasyah to tre- 
fer to Malavika. Finally, it is also possible that the king’s tactless- 
ness is nothing more than his unseemly haste. 


Enter the king seated: Sanskrit drama was performed on a practi- 
cally blank stage with a minimal set and few props. A mobile cur- 
tain, called yavanika or javanika, would be held in the required 
spot and raised or lowered as needed by a pair of stage hands, 
as can be seen in present-day Keralan kutiyattam performances 
(MEHTA 1995; BHAT 1975). According to TARLEKAR (1991) the 
yavanika may have been a curtain hung on fixtures that could 
be drawn aside at need. When a character is entered “seated,” 
he probably comes on stage earlier and takes up position hidden 
by this curtain, to be revealed when required. Alternatively, he 
might—without any curtain wizardry—use a special gesture to 
show that he is sitting, and/or mime sitting down after entering. 


Sharmishtha was the daughter of a demon king named Vrisha- 
parvan. According to the Mahabharata (Book 1 “The Beginning,’ 
Adiparvan, canto 73) she quarreled with Devay4ni, daughter of 
the high priest of the demons, but by a quirk of fate ended up 
as the latter’s serving maid. Devaydni’s husband, King Yayati, fell 
in love with Sharmishtha and had three sons by her, including 
Puru, the mythical ancestor of many of India’s ruling dynasties. 
Her situation—in love with a king but in service to the king's 
wedded wife—parallels that of Malavika, but elsewhere we find 
no reference to her having composed songs. Tempo moderato: 
there are three kinds of tempo (/ya) in classical Indian music: 
fast (druta), moderate (madhya) and slow (vilambita). According 
to the NS (17.131: hasyasrigarayor madhyalayah), the moderate 


tempo may be used for an erotic or a humorous piece. 


Fourth movement: the meaning of caturtha/vastu is somewhat un- 
certain, as vastu normally means “subject” or “plot” in a literary 
context. In accordance with our concept of the chatush-pada as a 
song consisting of four parts (q.v. note to 1.173) we assume only 
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the last part of the song is sung and danced here. Ka and Ni cor- 
roborate this by glossing this instance of vastu as prabandha, “com- 
position,” and rapaka “play,” respectively. 


Standing in the back-stage: Malavika may at this moment be 
standing behind one of the curtained entryways to the stage (see 
note to 1.3), or she might be in a cloth-walled cubicle allowing 
glimpses of her feet and hair, then gradually revealing her body as 
the attendants lower the cloth (see note to 2.1 on mobile curtains). 
Note also the variant nepathyaparigatayah, in which case nepathya 
could mean “(heavy) costume” or “drapery;” this, however, would 
contradict Kaushiki’s explicit request in 1.182. 


Grace, sausthava seems to be used in the play in a fairly gen- 
eral sense (cf. 1.139 and 1.182), but also has a technical meaning 
which may be intended here. Sausthava in this strict sense means 
the ease and balance of a pose assumed before dancing, and ac- 
cording to the NS, it comprises “a still, straight pose, all limbs at 
ease, feet in motion but not raised up, the waist, elbows, shoul- 
ders and head even and unmoving like the ears, and the chest 
raised” (10.91-92: acancalam akubjam ca sannagatram athapi ca / 
natyuccam calapadan ca sausthavangam prayojayet / kati karnasama 
yatra kurparamsasiras tatha / samunnatam uras caiva sausthavam 
nama tad bhavet; translation following Buat, 1975). 


Autumn in India means the period following the rainy season, 
when clouds disperse and haze disappears from the sky. The moon 
is particularly clear and limpid at this time. 


Verse: we take vastu to mean “part” or “movement” (see note to 
2.8), and apparently one part of this song consists of one verse. 


Throbbing in a woman's left eye is believed to be a good omen, 
particularly one indicating union with her lover. 


Enacts ... in the respective moods (yatha/rasam abhinayati): it 
seems that in Kali-dasa’s usage rasa and bhava are vaguely syn- 
onymous (see also tanmayatvam rasesu in 2.40 [8], where bhavesu 
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would be expected in the light of traditional aesthetics). In this 
case the durable sentiment (sthdyibhava, q.v. note to 1.42) of 
the song would be passion. The erotic rasa evoked is categorized 
as vipralambhasrngara or love where union is not achieved, and 
within this as ayoga, where the reason union is not achieved is that 
the lovers are separated by external factors (loosely following Ka). 
Apart from sthdyibhava, aesthetic theory enumerates a set of vya- 
bhicaribhavas or transitory sentiments, which are not matched one 
to one with sthayibhavas: each may accompany various durable 
sentiments, and the durable sentiment in a given composition may 
be expressed through a succession of several transitory sentiments. 
In the case of this verse the transitory sentiment changes from line 
to line. At first it is nirveda, despondency; followed by /arsa, joy 
accompanied by vismaya, surprise; then cintd, anxious thought; 
and finally dainya, melancholy. Each of these would be acted out 
whilst singing the corresponding line. 


Seeing no path for love, i.e. thinking she cannot express her love 
directly because the king’s senior wife is present. Alternatively: not 
seeing the course of love, i.e. its effects, in the king, who was con- 
trolling his expressions because of the presence of his queen. 


A tassel of millet: the plant to which her right hand is compared 
is simply called syamd, “dark” in Sanskrit, which is not quite def- 
inite. Ka glosses it as phalini, “fruiting,” still rather vague. The 
most likely candidate is foxtail millet (Setaria italica, formerly Pan- 
icum italicum), which is more often called priyangu in Sanskrit, a 
word for which both syama and phalini may be used as synonyms 
(though priyangu may also mean various other plants; cf. note to 
3.108). The ripening ears of millet may well be compared to a hand 
held in a relaxed position, though the word vitapa more com- 
monly means a branch or a shoot. The finger millet (Eleusine cora- 
cana) is a positively hand-like relative that has a long history of cul- 
tivation in India, but we find no evidence that syamd can mean this 
plant. Other plants that may be called syama include the lesser bul- 
rush ( 7ypha angustifolia), which does not evoke an image of a hand 
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drooping freely, and two medicinal vines (Hemidesmus indicus and 
Ichnocarpus frutescens, both also called Indian sarsaparilla), which 
may be droopy, but look rather nondescript. In the Meghadita 
of Kali-dasa (verse 2.101 in MALLINSON 2006) the plant syama 
is compared to the body or limbs of a beloved woman. BANERJI 
(1968) tentatively identifies syama as Echnocarpus frutescens (sic). 


The mud-cutter fruit, panka/cchid, is identified by both Ka and Ni 
as kataka/bija. The fruits of this plant, Strychnos potatorum (a rela- 
tive of the deadly Strychnos nux-vomica but containing no strych- 
nine; also called cleaning nut), are to this day used in rural India 
for rubbing the inside of water-storage jars. Its juices act as a natu- 
ral coagulant and disinfectant, making contaminated water more 
suitable for drinking. 


The verse is highly technical and obscure; our translation is corre- 
spondingly liberal. Hand gestures translates sakhd, literally 
“branch,” a little-used term that the NS defines as one of the 
six subcategories of acting with the body, involving the succes- 
sive movement of the head, face, buttocks, thighs, hands and 
feet (22.43: sadatmakas tu Sariro vakyam sticankuras tatha / sakha 
natyayitam caiva nivrttyankura eva ca and 22.47: yattu siromukha- 
janghorupanipadair yathakramam kriyate / sakhadarsanamargah sa- 
khabhinayah sa vijneyah). Apparently this definition was either 
not well understood or not liked by later authorities on dance; 
according to BHaT (1975), the Savgitaratnakara (vu1.37—-38) “de- 
fines <akha as the flourish of the gesticulating hand (kara-vartanda) 
which precedes the dramatic speech; and amkura means such a 
flourish which follows the speech.” Ka seems to interpret the word 
as a (rhythmic?) measure of hand signs (sakhd nama nrttahastanam 
manapracarah. yathoktam—sakha tu nrttahastandm ya matra cit- 
ranartane iti). Ni goes for an even simpler explanation, taking 
sakha to mean fingers (sakhayonih: sakhah angulayah. angulibhyah 
samudbhavah sakhayonih). \yer cites a few more authorities and 
comes to the conclusion that “sakhd means primarily hand ges- 
tures’—which we are happy to accept. 
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The best of our domain: the Sanskrit expression sva/visayah, “own 
domain,” could be understood both as the king’s and as the eye's 
domain. The eye’s domain is form, called riépa in Sanskrit, which 
also means beauty. 


Inaugural performance: the reading savana (literally: “pressing [of 
soma juice]” or “sacrifice”) is somewhat uncertain. We feel that its 
obscurity might confirm its originality, and it could also explain 
the less meaningful variants sadana and sevana. The main alterna- 
tive, nepathyasamgitaka (glossed by Ni as yavanikantahsangitam, 
“singing behind the curtain;” also known to but not commented 
on by Ka), seems irrelevant. Ka treats savana as the main read- 
ing and comments tatra savanam natyamandape vighnopasantaye 
adau kriyamano yajnah bharatena natyasastrarambhe proktah, “in 
this context savana means a sacrifice performed at the beginning 
in the dance hall to ward off obstacles, as prescribed by Bharata at 
the beginning of the Néatyasastra.” However, we find no mention 
of nepathyasavana (or anything similar) in the NS, though the end 
of the first chapter does prescribe that a proper sacrifice (referred 
to as yajana and bali) involving foodstuffs (bhojyair bhaksais ca 
p4nais ca) be made on the stage. We speculate that in the present 
context prathamam nepathyasavanam would mean an inaugural 
performance, which would involve at least presents given to brah- 
mins, and probably a proper sacrifice as well. 


The chataka bird (a species of cuckoo, most likely Clamator ja- 
cobinus, the pied crested cuckoo) is said in poetic fancy to subsist 
on nothing but raindrops. The local migrations of the pied cuckoo 
are largely controlled by the south-west monsoon (ALI 2002), and 
presumably its calls are more frequently heard (thus their presence 
is more conspicuous) during or just before the monsoon rains. 


Dimwits must rely...: this line recalls “the thoughts of dimwits 
go with the herd” from 1.9 [2] in the prologue. 


Pll offer this reward to her: clearly to Malavika, but it is proba- 
bly intentional that he does not name her, expecting a moment's 
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confusion in which to bestow the bracelet. After all he could have 
meant Kaushiki. 


We are not entirely sure why a poor patient in particular would 
want the doctor to bring him medicine. KALE says he wants the 
doctor to come to him instead of going to the doctor’s house, but 
this seems beside the point. The purport of the sentence is clearly 
that the king wants the jester to do everything for him. (Ka agrees: 
ayam bhavah: tvam svayam kim api na karosi. maya tvatsamnidhav 
aniyamanam malavikam icchasi. Ni only comments on some of 
the words, but not on the simile.) We believe that a doctor would 
normally only prescribe the medicine and expect the patient to 
buy it from a herbalist, and the point about the poor patient is 
that he wants the doctor to buy the medicine and give it to him 
for free. 


Hovers about the water-wheel: it is not quite clear exactly what 
the véri/yantra (literally: “water-mechanism”) is, and whether 
bhrantimat, “revolving,” should be construed as an adverb per- 
taining to the action of the peacock or as an adjective qualify- 
ing the vari/yantra. Given the caesura in the line and the opinion 
of both our commentators, the latter is more likely, i.e. we are 
dealing with a revolving water-mechanism here rather than a cir- 
cling peacock. Ka glosses variyantram by jalodgariyantram, “water- 
spouting device.” KaLE uses both “fountain” and “water-wheel” in 
his translation. It might be possible that Kali-dasa had a sort of re- 
volving fountain in mind, possibly similar to a modern-day lawn 
sprinkler. This would give better sense to the prefix in parisarati, 
“runs around” (softened in our translation to “hovers about”). 
But we are more inclined, based on Ni (variyantram udghatanam 
ghatiyantram) to picture the kind of device usually called a Per- 
sian wheel and to this very day often seen in the arid regions of 
northwestern India. This serves for lifting water out of a well or 
waterhole and consists of a wheel similar to that of a watermill, 
but rather than being propelled by the water, it is driven by oxen 
and a chain of buckets hangs down from the wheel. As the wheel 
revolves, each bucket in turn is submerged, filled with water, and 
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is then lifted back again, pouring its contents into a trough at the 
highest point of the wheel. 


The seven-horsed sun: Surya, the Vedic god of the sun, rides a 
radiant chariot drawn by seven horses. 


We are not sure why a cauldron in the marketplace (vipanikandu, 
alternatively perhaps “the cauldron [or frying pan] of a merchant”) 
would burn in particular. Ni remains silent on the matter, while 
Ka simply glosses panyavithikayam vrihipacanapatram, “a rice- 
cooking vessel in a market alley.” It may be that such a pot burns 
(or cooks) very intensely because it serves a large number of shop- 
pers; or that it is emptied quickly and, left on the fire, it burns; 
or that, not attended as carefully as one at home, it boils over or 
the frying oil in it catches flame; or that it is not being used for 
cooking at all, but being seasoned by burning a film of oil into its 
surface. 


I shall grab the first opportunity for it: the Sanskrit text grhita/ 
ksano ‘smi literally means “I am one by whom the moment is 
grabbed.” The commentators interpret ksana, “moment,” as a mo- 
ment of leisure and say this means the jester will dedicate his free 
time to the king’s cause. KALE adds that according to a text called 
the Saunakasmrti the polite way of asking a brahmin to officiate 
at a ceremony involves the phrase karaniyah ksanas tvaya, literally 
“a moment should be made by you,” i.e. “will you please devote a 
little bit of your precious time to this affair.” We, however, prefer 
to understand “moment” as a moment of opportunity, which we 
feel fits the context better. 


A citron (Citrus medica) is a fruit similar to a lemon in appearance, 
but larger and far bitterer in taste. It is considered an auspicious 
fruit suitable for presentation to a high-ranking person. Kaushiki 
wants an audience with the queen and wishes to offer a citron as 
a token of courtesy. 


Golden ashéka tree: ashéka, the “tree without sorrow” (Saraca 
asoca, syn. Saraca indica, Jonesia asoka) is a small evergreen tree that 
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flowers occasionally throughout the year, but in great profusion at 
the end of winter. Its tiny flowers bloom in large clusters, orange- 
yellow when they burst, maturing to dark red. The tree is tradi- 
tionally associated with fertility and love (see note to 3.14). Sir 
William Jones, one of the first philologists to note and systemati- 
cally study the relationship of Sanskrit to Latin and Greek, wrote 
that “The vegetable world scarce exhibits a richer sight than the 
Ashoka tree in full bloom” (quoted by Narrne 1894) and he made 
a plea that the botanical name of the species preserve the Indian 
name asoka. Honoring his request, taxonomists went further and 
actually named the genus after Sir William, so the tree’s binomial 
name came to be Jonesia asoka. KaLE quotes Malli-natha’s com- 
mentary on the Meghadita to the effect that a white ashéka brings 
success in many things, while a red one enhances love. KALE spec- 
ulates that the “golden” (tapaniya, literally “to be heated,” used 
for gold purified by melting, or gold in general) ashédka mentioned 
here would have been a rare variety with yellow flowers, thus all 
the anxiety about its flowering. Variants and related species do in- 
deed exist with yellow or whitish flowers. Ka says the word indi- 
cates a yellow-red (orange) color: tena pitaraktatvam laksyate. 


The grapevine: the Sanskrit word kaulina means gossip, particu- 
larly of a malicious kind. The word is clearly derived from kula, 
“group, tribe, family,” and no negative flavor seems to be im- 
plied in the present context. Commentators only mention the 
derogatory meaning, glossing as lokdpavadah, “the reproach of 
the people.” Ka adds a fanciful derivation of kaulina from kau 
lina, “merged into the earth” because of being contemptible (kau 
prthivyam linam kutsitatvat). We prefer to interpret the word in a 
neutral sense as “[talk] of the house.” 


Jasmine: the word mdlati may mean the classical jasmine flower 
(Jasminum grandiflorum) or an unrelated but similarly white and 
scented flower (Aganosma dichotoma). 


It’s got the cravings: Indian folklore says the ashdéka tree will burst 
into flower when struck by the foot of a woman (Ka: padahatah 


255 


3.24 


3.44 


3.44 


3.44 


256 


NOTES 


pramadaya vikasaty asokah). \t is assumed that the tree craves this 
touch as a pregnant woman craves particular foods. 


My lord born in the womb of desire: Love. 


The hope-inspiring weapons of the god of love are arrows fash- 
ioned of flowers, which one would expect to bring pleasure rather 
than pain. 


“The soft is harsher than the harsh” is apparently a proverb (Ka: 
loke mrdu sukumaram vastu tiksnataram atiprakharam iti yad ucy- 
ate). 


Red ashoka: see note to 3.2. 


Your lady friend: when a man mentions his wife or lover to an- 
other man, it is a polite way of expression to refer to her as the 
other man’s friend. 


The male of the black Indian cuckoo or koel (kokila, Eudynamys 
scolopacea) has a penetrating call (not “cuck-koo” but an unbro- 
ken “kuoo”) that is traditionally associated with love and longing. 
The bird is largely silent in the winter, and its calls are heard with 
increasing frequency as the weather turns hot in the spring (ALI 
2002). 


Mango blossoms (growing in large sprays of sweetly scented but 
rather plain-looking tiny greenish-white flowers) are also associ- 
ated with spring and love. 


Lac (alaktaka) is a red dye obtained from the juice of various plants 
or from the cochineal insect. 


The bimba is a small, oblong gourd (of the genus Momordica, Coc- 
cinia or Bryonia), which turns bright red on ripening and to which 
the lips of women are frequently compared. 


The kiirabaka is a plant whose identification appears quite uncer- 
p P q 
tain. It is often translated “red amaranth” and some Amaranthus 
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species native to India are good candidates to the name. These 
sport tiny red flowers in tassels, and some have dark-green leaves 
splotched in red or purple on the underside. Plants of the genus 
Barleria (e.g. Barleria cristata, the crested Philippine violet, a shrub 
of the Acanthus family) are also mentioned (sometimes equated to 
red amaranth), but the common variety of this plant apparently 
has no red coloring, an essential feature of the kurabaka. 


Red poised against dark, syam’/avadataruna, literally “dark- 
opposite-ruddy” is slightly unclear. It seems to be interpreted 
mostly as “dark plus the opposite of dark plus ruddy,” e.g. Ka: 
Syamavadatarunam syamam ca tadavaddatam sitam arunam ca ta- 
thoktam; Kaue: “darkish and white-red.” But given the awkward- 
ness of such an interpretation and the variegated colors of the 
likelier kurabaka candidate, contrasting black(ish) and red(dish) 
colors are more likely to be meant here, evoking the image of a 
colored design drawn on dark skin. In “How Urvashi was Won” 
(Vikramorvasiya, translated by VELCHERU NARAYANA Rao & DavID 
SHULMAN, CSL, 2009, Act 1, verse 7) Kali-dasa describes the 
kurabaka as agre stri{nakhalpatalam kurabakam syamam dvayor 
bhagayor, “dark on both sides but light red on top, like the finger- 


nails of a woman.” 


Face marks, visesaka, are ornamental designs drawn on the fore- 
head or cheeks with scented and/or colored substances, often in 
the shape of leaves or other floral motifs. 


Tilaka flowers are again uncertain; MW (s. v. tilaka) identifies 
them as Clerodendrum phlomoides (Symplocos racemosa), but these 
are the names of two quite unlike and unrelated plants. Clero- 
dendrum are shrubs and small trees of the Verbena family, usually 
with highly decorative flowers in a variety of colors and striking 
patterns, while Symplocos are distant relatives of rhododendrons, 
tea and heather, and usually have rather inconspicuous white flow- 
ers. The more common Sanskrit name of Symplocos racemosa is 


lodhra. 
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Forehead designs, also tilaka in Sanskrit (and tilak in modern 
Hindi), are marks drawn on the forehead for decoration or to show 
caste and sect affiliation, in a variety of substances such as white 
clay, yellow sandalwood paste or red paint. The ornamental de- 
signs mentioned here would probably involve a light color fill ac- 
centuated with black dots or designs drawn in lampblack (anjana), 
similar to bees clinging to the flower. 


And where do I find the strength to tell...: The source text is 
rather vague and may also mean “What right do my intimate 
friends have to tell (pass on) this story?” Since her friends already 
know her feelings and do talk about it, we might assume that this 
is what she meant. But it is slightly preferable to have her talk 
about her own feelings and inner conflict right now, assuming that 
her friends have only speculated about her and that she has not 
told them anything outright. Ka also prefers to understand the 
genitive sakhijanasya in a dative sense: sakhijanasya caturthyarthe 
sasthi. She hopes to lighten her heart by sharing her feelings, but 
cannot find the strength to do so. Compare Abhijnanasakuntala, 
after verse 3.30, where Shakuntala’s friends urge her to talk of her 
feelings, saying samvibhaktam khalu duhkham sahyavedanam bha- 


vati, “grief, shared, becomes sorrow that can be borne.” 


Foot jewelry is needed for fulfilling the ashéka tree’s craving; see 
note to 3.14. Jewelry enhances the beauty of the foot and thus its 
effectiveness in making the tree flower; it also gives the act a rit- 
ual context. As a humble handmaiden, Malavika probably has no 
precious jewelry of her own, and is to wear the queen’s ornaments 
on this occasion (see 3.114). 


Brown sugar translates ‘macchandia, (Sanskrit matsyandikd), 
which according to Dutt (1877) is “sugar-cane juice boiled down 
to a solid consistence but which still exudes a little fluid on draw- 
ing,” probably similar to muscovado sugar. Its name literally means 
fish-roe, indicating its granular but moist consistency. We have 
found no mention of its use as an antidote to drunkenness or 


3-55 


3.60 


NOTES 


hangovers, except one quoted here by Ka, according to which crys- 
talline sugar (not matsyandika) mixed with ghee is supposed to 
prevent inebriation if consumed right after drinking. Rum trans- 
lates sidhu, an alcoholic drink derived from cane sugar. The king 
is reeling drunk with longing for Malavika, for which her actual 


presence is the antidote. 


Wearing scant jewelry: or “scantily dressed” ("n’ ddi/pajjatta/ 
ves), but given that foot ornaments are to be brought to her 
shortly (see note to 3.47) and jewelry is expressly mentioned in 
3.61 [8] below, the former translation is more likely. For the ear- 
lier dance presentation she would have been bedecked in heavy 
jewelry. Her present lack of ornamentation may also serve to im- 
ply that she feels her love is hopeless. 


Crane: most likely a sarus crane (Grus antigone), whose English 
name is derived (via Indian vernaculars) from the Sanskrit word 
sarasa, “associated with water.” It is a very tall wading bird with 
light grayish plumage and a strikingly red, featherless head. The 
sarus crane mates for life and performs spectacular courtship dances 
in the breeding season; it is thus a symbol of marital bliss and fi- 
delity. Its call is a far-reaching trumpeting sound (ALI 2002). 


Melon buttocks ... eyes very long: the classical sketch of feminine 
beauty by Indian standards, as illustrated for example in the sculp- 
tures of Khajuraho. The “melon” is dimba in the Sanskrit text, for 
which see note to 3.44; the word may also mean anything round. 
An interesting feature of this verse in the original is that all the 
adjectives are in the neuter gender agreeing with “life” (jivitam), 
the subject of the metaphor, while their intended subject is so very 
clearly feminine. In traditional aesthetics such gender mismatch 
in a metaphor is frowned upon, but apparently it did not bother 
Kali-dasa very much. Compare note to 4.136 and note to 4.232. 


Quite different: this statement, avasth’/antaram uparidha, \iter- 

ally “grown into a different condition,” is usually interpreted as 
yY 8 y Pp 

“even more beautiful,” but the words themselves do not imply this, 
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and both the next verse and the following dialogue indicate that 
the main issue is her change of mien. 


Sallow like the stalk of a reed: Sanskrit sara may mean any reed 
in general (as well as an arrow, usually made of a reed stalk), ora 
relative of the sugarcane (Saccharum sara) in particular. The stalk 
(kanda, \iterally a section between two nodes) is probably shiny 
and yellowish light brown in color, evoking cheeks that are still 
beautiful, but paler than Malavika’s usual complexion or than her 
flush while she was dancing. 


Jasmine creeper: the word kunda designates the star jasmine (Jas- 
minum multiflorum) or the downy jasmine (Jasminum pubescens), 
and is associated in literature with brilliant whiteness, which sug- 
gests that her jewels, though few, are bright. There is probably also 
an implication that her jewelry is made of silver, not gold as the 
queen’s ornaments, shortly to be brought to her, must be. 


Late in the spring: the original term, mddhava simply means 
“sweet” or “honeylike,” and has been used earlier in the play in the 
general sense of “spring.” It is also the name of a particular month 
of the Indian lunar calendar more commonly known as Vaisakha, 
corresponding to late April and early May, when in most of In- 
dia the weather is dry and exceedingly hot—this is the meaning 
preferable in the present context. 


Leaves aged: in Sanskrit, parinata means “transformed” or “rip- 
ened;” probably used here to imply that the leaves have taken on 
a yellowish color, but are not actually wilted. 


The wind from the south is wind from the Malaya region in the 
original. The mountain range of the Western Ghats along the west 
coast of southern India is famous for its sandalwood production, 
and the wind blowing from its direction in spring, laden with the 
scent of sandalwood, is topically said to be particularly scented 
and passion-inducing. 
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The elephant ... when he sees a lotus plant: the elephant’s attrac- 
tion to the lotus plant is of course rather more prosaic than Agni- 
mitra’s to Malavika: elephants tear up lotus plants to eat their suc- 
culent rhizomes. 


Lovely-legged girl: in the original, rambh’/oru, meaning one 
whose thighs are like the plantain tree. The plantain is not a true 
tree but a large herbaceous plant, and its stem, particularly the in- 
ner core, is round and glossily smooth. 


enam in the chdya for ‘nam is an emendation, supported only by 
SASTRI’s edition (where it may be the editor’s emendation as well). 
All other editions translate 'zam with nanu, which we feel is not 
suited to the present context (leaving ‘uvatthida without an ob- 
ject, and implying that the king should be aware of Bakulavalika’s 


coming). 


The queen gives you a fitting task: literally, “you've been ap- 
pointed by the queen according to your capability.” She means 
that Malavika’s beauty deserves a special task like making the asoka 
bloom, and she shouldn't be just one of the many maids. An alter- 
native interpretation—but probably not an explicit punning in- 
sinuation—would be: “you've been appointed [to such a task] as 
befits a queen.” 


Harem finery, i.e. jewels normally worn by the queens of the 
harem, not by maids. See also note to 3.47. 


Sorry about this: the foot is traditionally an unclean part of the 
body, and Malavika is excusing herself for offering her foot to 
Bakulavalika. 


Kama, the love god, was scorched by Shiva with the fire from the 
third eye on his forehead when Kama fired a flower-arrow at him 
in an attempt to arouse his desire for Parvati. The tree of Love is 
not an actual tree but a metaphor in which the god is likened to a 
tree. The red lac evokes the coppery color of a new shoot, and he 
sees in it a sign that his love is not hopeless. 
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Fresh misdeed: games between lovers, as depicted in Sanskrit po- 
etry, traditionally include the man being inconsiderate or faith- 
less, then returning to his lover and trying to propitiate her by 
bowing his head at her feet and begging. She would initially (while 
his misdeed is fresh) reject his advances, e.g. by administering a 
gentle kick, but let herself be won over gradually. The focus of this 
scenario is not on self-debasement and aggression but on relishing 
the entire gamut of feelings associated with love. 


Mistress: the Amarakosa (1.8.13: devi krtabhisekayam itardsu tu 
bhattini; quoted here by Ka) suggests that bhattini is the address 


used for unanointed wives of the king. 


Spring gifts are presents (probably sweets) given to brahmins on 
the occasion of the arrival of the spring. Most commentators and 
translators gloss over the fact that the jester cannot have told 
Nipunika that the king is already at the swing gazebo, since he 
has been continuously on stage ever since persuading the king to 
go there. KaLE opines that either this is a white lie, or Nipunika 
may have inferred from Gautama’s eagerness for spring gifts that 
the king will be at the gazebo. We find the former unlikely and 
the latter unconvincing (seeing little connection between a gen- 
eral penchant for sweets and the fact that the king is at a particular 
place at a given moment). See p. xxix for our speculation on the 
matter. 


In a way befitting her state: the NS (7.38—46) says that inebri- 
ation should be represented on stage in different ways for char- 
acters of different natures. As a middling (neither noble nor ig- 
noble) character, Iravati would stumble, roll her eyes, move her 
arms in an uncoordinated way, and walk crookedly and haltingly 
(skhalitaghirnitanayanah srastavyakulitabahuviksepah / kutilavya- 
viddhagatir madhyamado madhyamaprakrtih). Since she does not 
drink on stage, her intoxication should lighten gradually as the 
scene proceeds (kdryo madaksayo vai yah khalu pitva pravistah 
syat). 
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Priyangu plants might be a variety of mustard or millet (see also 
note to 2.32), but most often they are identified as the Indian 
beautyberry (Callicarpa macrophylla), a large shrub that bears pur- 


ple berries in conspicuous clusters. 


Mango sprouts are coppery red, often compared to the lac-painted 
fingers of beautiful ladies. The young sprouts are used for festive 
decoration and worn as ornaments. It is also possible that mango 
buds are meant; compare note to 3.143. KALE quotes an acquain- 
tance relating that certain red ants habitually live in mango trees. 
The point of Nipunika’s metaphor would then be that they should 


have expected this annoyance. 


Mango flowers (see note to 3.110) are traditionally used as ear 
ornaments by women. 


The bakula (Mimusops elengi), also known as the Spanish cherry 
or Indian medlar, is an ornamental tree with small, fragrant, white 
blossoms. The flowers are well suited for twining into garlands, 
and they retain their fragrance when dry. It is likely that the petals 
themselves contain an aromatic oil that would account for this, 
and also for the scent growing stronger when bruised. 


Do the queen’s command and make the ashéka bloom: again, 
not an explicit pun, but an implied second meaning would be 
“Perform the queenly task of promoting sorrowlessness.” 


The asoka’s craving is like a playful lover’s because it’s expected 
to bloom in joy (comparable to blushing or ecstatic horripilation) 
once it’s been lovingly struck by a girl’s foot. See note to 3.95. 


The king and the jester enter the center of the stage or the range 
of vision of the girls; previously they would have stood off to one 
side of the stage, assumed by theatrical conventions to be invisible 
to the others present. 


The left foot is perceived as particularly unclean (see also note to 
3.88). 
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You know how things stand: at face value the jester simply says 
that Bakuldvalika knew Malavika was going to kick the tree and 
ought to have prevented her. But he also insinuates that Bakula- 
valika should not take the reprimand seriously as it’s just a ruse for 
the king to join the maids. 


Gautama is only a son-of-a-brahmin because by right of descent 
he is entitled to call himself a brahmin, but lacks proper qualifi- 


cations for a priest. 


The Sanskrit does not specify the object of takes ... by the hand 
and pulls ... to her feet; it is possible that he does this to both 


girls simultaneously. 


The statement “got to respect the queen here” at face value means 
that the king should not hold the girls at fault because they were 
carrying out Dharini’s command. But there may be an allusion 
in it to “the queen here,” i.e. Malavika, the latest candidate for 
queenship. This interpretation is possibly supported by the king's 
laugh in the next line. 


Practicing conjugation is an attempt at transcreating the gram- 
matical pun in samdhi/cchedana. The original text has a burglar, 
not an adulterer. The most common technique of burglary in In- 
dia, if we can believe literature, was to open holes in the sides 
of buildings by cutting out the mortar from the joins (samdhil 
cchedana) and removing building blocks. Commentators and trans- 
lators seem to understand this riposte mostly as “I’m just practic- 
ing my robbery skills, not actually trying to steal anything,” but 
we feel this would be rather weak, and prefer to see a pun here. The 
term samdhi/cchedana also means splitting, i.e. resolving sandhi, 
the fusion of the final and initial sounds of words in a Sanskrit 
sentence. This can be a serious hurdle in learning Sanskrit, made 
easy for CSL readers. Sanskrit was not a vernacular language in the 
times of Kali-dasa, but a man of culture would be expected at least 
to understand it, and thus to be able to split sandhi—effectively 
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quite similar to how a gentleman in early twentieth-century Eu- 
rope would be expected to know Latin conjugation. 


The girdle (rasana) referred to here is an ornamental jewel belt 
worn low on the waist by women. It has presumably slipped down 
her legs and is now hindering her movement, but because of her 
anger or tipsiness she does not notice or care. Thus the king has 
time to catch up. 


Contempt bred by our familiarity: because of sandhi, the San- 
skrit word paricayavaty may be construed as paricayavati, agreeing 
with avadhiranda (“your contempt connected to [your] familiarity 
[with me]” or “your contempt, which is familiar [to me]”), or as 
p4aricayavati, agreeing with mayi (“your contempt for me, who am 
familiar [to you]”). 


Disregarding the king’s falling at her feet was impolite of Iravati, 
and thus the king has scored a point against her. 


A planet’s retrograde motion is when (due to the difference in the 
orbit of the Earth and that planet) it appears to reverse its usual 
course in the sky. In Indian as well as western astrology, retrograde 
motion is believed to augment a planet’s negative influences. Mars 
is a risky planet to begin with, and its great destructive potential 
is further enhanced by retrograde motion—like Iravati, already a 
fly in their soup and able to cause much damage if she were now 
to reappear suddenly. 


The stage direction iti parikramya niskrantah sarve (literally: “all 
walk about and leave”) is somewhat strange given that only the 
king and the jester are on stage. KALE prints iti niskrantah saha 
vayasyena (“exit the king with his companion”), which sounds 
more logical, but is not attested in any of our other sources, which 
unanimously go with the sarve version. BHaT (1975: xlvii) ob- 
serves that niskrantah sarve is sometimes used at the end of an act 
even if only one or two characters are left on the stage. 
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The text of this passage is both corrupt and ambiguous. The com- 
mentaries available to us neglect it altogether except for a brief 
gloss on one tiny fragment by Ka. We have preserved the read- 
ings of Ivgr’s edition with a slight conjectural emendation. In 
the translation “Hasn’t he met you, his favorite?” all the pro- 
nouns have been supplied by us; a more literal translation would 
be “Hasn’t the favorite person been seen?” (and the word jana may 
even refer to plural “people” rather than “person”). “Have you met 
our beloved [the king]?” or even “Why aren't you meeting your 
beloved [the king, rather than me]?” would be equally possible, 
and the variant readings allow yet more interpretations. A wide 
gamut of variants is available for “Not too polite, are you”—a 
rather liberal rendering of our chosen source text, literally “Your 
politeness is weak indeed.” “You know full well that his favorite 
is your maidservant” is also ambiguous; a more literal translation 
might be “You are aware of the belovedness of your servant.” Be- 
sides referring to Malavika’s newfound place in the king’s heart, it 
is also possible that Iravati uses “your servant” to refer to herself 
(with a touch of mock humility) and says the queen should know 
how loved Iravati is by the king: not at all any more. 


naga girls: serpent spirits thought to inhabit the underworld. 


Red sandal paste may be a preparation of sandalwood (from the 
true sandalwood tree, Santalum album), but is more likely to come 
from an unrelated tree, possibly Pterocarpus santalinus. Trees in 
the genus Prerocarpus yield the wood known as padauk or red san- 
dalwood, prized in furniture-making for its toughness and deco- 
rativeness. Red sandal paste is used as a perfume and applied in 
Ayurvedic medicine to disinfect and heal wounds. 


Enter the queen reclining on a bed: see note to 2.1. 


The sacrificial thread is a triple strand worn across the chest by 
the members of the three upper echelons of society (vaishyas and 
kshatriyas, and most especially brahmins). The thread is conferred 
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at the rite of passage called upanayana, “leading to [a master],” 
performed at the commencement of Vedic studies. 


Emerged from a hollow: incidentally, the king had used the same 
word (kotara, the hollow of a tree) in 4.26 [2] immediately before 
the jester had the idea of faking an encounter with a snake. 


Cutting the bite...: making incisions in the bitten area and press- 
ing to bleed it out is intended to expel venom from the sys- 
tem; cauterization is meant to neutralize venom before it spreads. 
Note that none of these procedures (including the application of 
a tourniquet) are recommended as first aid by modern snakebite 
experts. We are not sure what the difference is between cutting the 
bite (chedo damSasya) and bleeding the wound out (ksate raktamok- 
sanam). We believe (after Ka’s dastasthanasya cchedah) that the for- 
mer means excising the bitten area; alternatively it might even 
mean amputating the bitten limb. 


On the effects of poisoning in mimetic art, Ka quotes the Vasan- 
tarajiya (untraced): vaivarnyam vepathur dahah phenah skandhasya 
bhanjanam / duhkham jadyam mrtis ceti visavegah syur astadha 
(Ka’s text as reproduced in ArvaNcar’s edition substitutes hikka 
jrmbha for dubkham jadyam): “The eightfold effects of poisoning 
are pallor, shivering, burning, frothing, jerking (breaking?) of the 
shoulder, dejection, torpor (or with the AryANGaR version, hic- 
coughing and yawning) and death.” 


Dhruva-siddhi: the name means “certain success.” 


The waterpot rite, uda/kumbha/vidhana, is a ritual for curing 
snakebites. Ka quotes a detailed description from a text he calls 
Bhairavatantra, but this rite does not involve the image of a snake. 
He cites another procedure, called naga/mudral/vidhi, “the rite 
of the snake seal,” from the Rasaratnavali (probably a text on 
alchemy), which does involve both a snake image and a waterpot. 


The task that the king refers to publicly is the curing of the 
snakebite, but as Jaya-sena is part of the sham, she ought to un- 


derstand the allusion to the release of Malavika and Bakulavalika. 
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Kaushiki’s expression of her hope that Gdutama should be free of 
poison again carries a double meaning. On the surface, she is just 
reassuring everyone that the jester will be all right, but actually she 
is trying to feel out if the whole snake scene had been a ruse. 


The water pavilion is probably a building cooled by water, used 
as a retiring place in hot weather. The Sanskrit term samudralerha 
literally means “ocean house” and is interpreted as a bath house 
or bathroom by Monrer-WiLiiaMs. Ka quotes the Haravali of 
Purusasimhadeva to prove that it means “a house with fountains,” 
(samudragrham ity uktam jalayantraniketanam) but also notes that 
“some” (ke cit) analyze it as sa/mudra/grha, “a house with seals” (or 
possibly coins, imprints, etc.), so apparently the word was already 
a source of difficulty for the fourteenth-century commentator. 
“Some” may refer to a predecessor of Ni, who writes samudragrhe 
mudrayukte grhe mudritagrhadvara ity arthah (we are not sure what 
he means by this, but probably a building with sealed doors). 
Other possibilities include a pavilion in the middle of a body of 
water, or perhaps the type of building known in modern India 
as a bavali or step-well, a building of several subterranean stories 
constructed around a well. 


.. must avoid moonlight: the name Chandrika means “moon- 


light.” 
Presumably a picture painted on the wall. 


You looked different in life than you do in the picture: more lit- 
erally: “she did not see you as she saw you in the picture.” This is 
generally understood as a teasing paraphrase of Malavika’s state- 
ment, implying that the king looks much better in the picture 
than he does in life. The king ignores the gibe and reacts as if the 
jester had simply repeated what Malavika had said, that she could 
not get a good look at the king when she was performing in front 
of him. There are a number of variants for this sentence; a flippant 
but probably secondary one (reported by Iver) says “She had not 
looked at you as much as you had at her” (‘atthabhodi tue jaha 
dittha taha na dittho bhavam ). 
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The casket (mavijiisa) is feminine in gender; compare note to 3.59. 


Youthfulness, yauvana, would be more accurately translated as 
adulthood or “prime of life.” The word, just like the Latin cognate 
iuventus, refers to an age of full maturity before old age. 


Helping him with that: i.e. winning the favors of Iravati. 


Lotus-eyed lady, kuvalaya/nayane: kuvalaya is not actually a lotus, 
but a blue waterlily said to bloom at night. In southern India, the 
word kuvalaya is also used for the water hyacinth (Eichhornia sp.), 
which has a prominent eye-like (though yellow) spot on the upper 
petal of its blue flowers. 


Even in my dreams: by this Malavika implies that the king could 
at least get some sleep, while she’s been so tormented she could 
not. 


Fire as my witness: Hindu marriage vows are traditionally made 
in the presence of fire. The Kamasttra (3.5.14) says agnisaksika 
hi vivaha na nivartanta ity acaryasamayah, “the scholars’ rule says, 
‘weddings witnessed by the consecrated fire cannot be revoked.” 


It’s me you should guard: apparently Agni-mitra does not realize 
this is precisely what the jester is doing, and the deer is just a pre- 
text. 


The atimukta (literally, “surpassing pearls;” also called madhavi, 
“vernal” or “honeyed”) is a creeper with scented white flowers. The 
way it enfolds trees—particularly mango trees in literary fancy—is 
a common metaphor for a woman embracing a man. The plant is 
most likely Hiptage benghalensis (syn. Gaertnera racemosa), a vig- 
orous creeper that may also be trained into a small tree if grown 
without support. Its asymmetrical flowers, brilliant white with one 
strikingly yellow petal, appear throughout the year but most pro- 
fusely in the late winter and early spring. Imported as a garden or- 
namental, it has now become an invasive species in many tropical 
and subtropical areas of the world. 
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The name or word Badimbika (Baimbika) is a perplexing one. 
In form it appears to be a patronymic, “a descendent of Bimba 
(or Bimbika).” We assume, but are by no means certain, that 
this refers to Agni-mitra’s family, and Kali-dasa uses it here for 
the sake of euphony with bimba-lipped girl (q.v. note to 3.44). 
See p. xix for a discussion of whether this is indeed a historic 
name of Agni-mitra’s dynasty. According to VSA (s. v.), baimbika 
means “a man who is assiduous in his attentions to ladies, a gal- 
lant, lover’—this is apparently an educated guess based on the 
context of this single occurrence of the word, and “family tradi- 
tion” (kula/vrata, literally, “family vow”) would not really be ap- 
plicable to such a meaning (though it might also mean “group 
vow,” i.e. an obligation common to all chevaliers). Ka only says, 
baimbikas tadvasya rajanah, “Baimbikas are kings subject to him 
[or it],” without telling us who or what they would be subject 
to. Ni, apparently trying to go for both explanations at once, 
comments: baimbikanam agnimitravamsajanam saralasukhaprasa- 
dasilanam ity arthah, “of Baimbikas, i.e. of those born in Agni- 
mitra’ dynasty, which means [people who are] characterized by 
being easily gratified by pleasure” (plenty of other interpretations 
of the vague compound are possible). Pandit is of the opinion that 
baimbikas are lovers, and justifies this by remarking that bimba 
is often used as a metaphor for “loins” (compare note to 3.59 
on “melon buttocks”), so presumably a baimbika would be one 
devoted to this part of the female anatomy. Of the variants for 
this word, we believe vaidikanam is a corruption of baimbikanam, 
while nayakdnam is in our opinion an inferior easy way out of the 
problem (and nayikdnam is utter nonsense). 


The kétaki (Pandanus fascicularis, syn. Pandanus odoratissimus) isa 
species of screw-pine, a large shrub with a branching trunk, many 
prop roots and long, spiky, strap-shaped leaves. The thorns men- 
tioned by the jester refer to the spikes on the leaves. The ketaki 
bears inflorescences resembling a thorny corncob, with an over- 
poweringly intense, sweet and aromatic scent. The flowers are used 
for decorating and perfuming buildings, and the fragrance known 
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as kewra or kewda is distilled from them. Other Pandanus species 
are common houseplants in the western world, while the leaves of 
yet others are used in southeast Asian cooking. 


Entering with a toss of the curtain is a theatrical convention that 
indicates hurry and agitation. While this meaning is certain, the 
exact action involved is ambiguous. Actors would normally enter 
the stage folding aside the curtain on the entryways (see note to 
1.3 about the setup of the stage). This sort of abrupt entry may 
be interpreted as “with a toss of the curtain” (pat’/aksepena, often 
also apati/ksepena, where apati is understood as an alternative form 
of pati), but may also be read as “without a toss of the curtain” 
(pat /a/ksepena and a/pati/ksepena), i.e. simply rushing through the 
curtain without pausing to fold it out of the way. See MARASINGHE 
(1989: 103ff.) for a discussion. 


The god: Indra, the god of rain and storms (following Ka). 


What Bakulavalika probably means by “Does the god need the 
frogs’ croaking...” is that Agni-mitra’s falling in love with Mala- 
vika was by the king’s own will (or nature), and Bakulavalika’s 
insignificant “croaking” had nothing to do with it. Frogs are of 
course associated with the rainy season, whose arrival they wel- 
come with a chorus (described as early as the Reveda, 7.103), but 
their sound was probably not believed actually to bring rain, ex- 
cept in some forms of rain magic. The problem with this reading 
is that Malavika is equated to the earth in the metaphor (compare 
note to 1.124), and KALE rejects it on the grounds that a maid like 
Bakulavalika could never have the nerve to do this in the face of 
Iravati. We nevertheless prefer this variant to the widespread al- 
ternative that reads visumaredi for sumaredi, turning the sentence 
into its opposite: “Does the god forget to shower rain on the earth 
because frogs croak?” In this case the earth would be understood 
as Iravati, and the line as an assurance that the king will continue 
to love her—but even as a rhetorical question, we see no reason 
why anyone would suppose the frogs’ croaking might make the 
deity of rain forget his job. 
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On her: the source text uses a masculine word, 'kavodao, (kapo- 
tah), for the dove. Compare note to 3.59. 


The Gayatri is a Vedic mantra (found e.g. in Rgveda 3.62.10) that 
is said to be the mystical essence of all Vedic knowledge. The nu- 
ance of this sentence is not certain. We prefer our translation, as- 
suming that the jester is implying in his (mock) humility that he is 
too stupid to remember two things at a time. Another interpreta- 
tion (following KALE) would be that he is swearing a sort of oath: 
“May I forget the Gayatri if I ever studied a syllable of polity.” A 
third (following Ka) would be: “I'd as soon study polity as forget 
the Gayatri,” i.e. both of these are impossible. GERow points out 
(in STOLER MILLER 1999) that a learned Indian audience would 
probably have savored a humorous touch in Gautama’s aversion 
to even a single syllable of polity, as his name implies that he be- 
longs to the clan of the sage Gétama, who was the author of the 
Nyayasutra, the classical treatise on logic. 


Ginger monkey: or, as KALE and Sasrri suggest, the monkey 
called Pingala (pingala, a reddish or yellowish color). 


The jester probably calls himself the monkey’s kin (sva/paksa, lit- 
erally its “own side”) in his usual self-deprecatory way, referring 
to his ungainliness (or, according to Ka’s primary explanation, to 
his mischievousness). KALE’s explanation—that the monkey is a 
captive one and the property of the king, which puts it on the 
same side with the king and the jester—is in our opinion weak 
and forced, while Ka’s alternative explanation, that they are on the 
same side because the monkey has just saved them, is a circular 
argument. 


The platform is a circular dais built of bricks or stone around the 
roots of a tree. Such platforms are to this day found throughout 
India, both under religiously significant trees for ritual purposes 
and under good shade trees where they serve as a socialization area. 
In the present case it is probably needed for the queen's official 
visit to the tree; see also 5.54. 
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The ashéka has been worshipped (kida/sakkara) by Malavika, who 
satisfied its craving; Ka notes that it may instead have been deco- 
rated, e.g. by plastering the ground around it with smooth mud 
and drawing designs there. 


The General: Pushpa-mitra, Agni-mitra’s father. See also p. xvi. 


The Vedic horse sacrifice (as‘vamedha) is performed as a confirma- 
tion of dominion over the known world. The sacrificial horse, a 
stallion, must be allowed to wander free for a year, guarded by a 
company of young men. During this time any neighboring rulers 
who attempt to capture the horse must be subjugated. When the 
year is up, the actual sacrifice takes place in the form of an exceed- 
ingly elaborate ritual. 


The house shrine, mazngala/grha, would be a part of the palace 
dedicated to worship and pious activities (UPADHYAYA 1947). Pre- 
sumably the queen has gone there to offer thanks for the good 
news, or perhaps she had wanted the news revealed to her in that 
place in an attempt to ensure that they would be good news. 


Love is disembodied because Shiva had burned away his body. See 
note to 3.92. Besought by Rati, “Passion”—the wife of the love 
god—to resurrect her husband, the ascetic deity allowed Kama to 
live on in a disembodied form. 


The Vidisha is a minor river that joins the Betwa (historically 
called Vétravati) near the modern town of Vidisha (which may 
have been the site of the ancient capital), while the Varada is a 
river in the Vidarbha heartland. 


In the Sanskrit text, arms (dorbhih) is in the plural instead of 
the expected dual. We believe this is because the author had Kri- 
shna’s four-armed divine form in mind, though in the course of his 
earthly acts he normally appears in his two-armed human form. 
An alternative explanation of the plural may be that the word is to 
be taken with both Krishna and Agni-mitra (referring to their four 
arms in total). Our commentators offer no explanation, though 
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Ni glosses “with many arms” (bahubhih dorbhih), perhaps taking 


this as a reference to the arms of the king’s troops. 


The Kratha-kdishikas are the people of Vidarbha. The word is a 
combination of the clan names Kratha and Kaishika, explained as 
two sons of a legendary olden king of Vidarbha. Krishna was the 
eighth incarnation of the preserver deity Vishnu. Rikmini was the 
daughter of a Vidarbhan king named Bhishmaka, and is consid- 
ered to have been an incarnation of Vishnu’s wife Lakshmi. She 
and Krishna had fallen in love, but Bhishmaka promised Ruk- 
mini to a king named Shishu-pala. Krishna abducted her, defeated 
Shishu-pala and Rukmini’s brother who tried to stop him, and 


married Ruikmini. 


In his synopsis of the drama, TIEKEN (2001) says the Vid4rbhan 
wedding costume was part of the booty sent by Vira-sena (see 
5.11). Ihe suggestion sounds interesting, but we see nothing in 
the text to support it. Note also that 'Vedabbham, is omitted in 
many versions of the play. 


The king is said to have two metaphysical wives: the Earth and 
Glory (see also note to 1.124). Glory, personified as the god- 
dess Lakshmi, carries a lotus in her hand as one of her attributes. 
We prefer to read vismrta, “forgotten,” implying that all Malavika 
would need to become a perfect image of Lakshmi is a lotus in her 
hand. The alternative reading, vistrta, “extended,” would require 
two different interpretations of hasta/kamalaya: for the goddess 
the compound would mean “who extends a lotus in her hand,” 
while for Malavika it would have to be construed as “who ex- 
tends her lotus-like hand” (following Ka’s interpretation of what 
he records as a pathantara). 


I know the simple reason, i.e. that the queen simply wanted to 
see Kaushiki’s skill in dressing. Nevertheless her heart quivers in 
anticipation, as though expecting her hope of being married to the 
king to be fulfilled, and her left eye twitches, which is by poetic 
convention an auspicious omen for women (and an ill one for 
men). 
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Spring night translates Caitra, the name of the first month of 
spring in the Indian lunar calendar (also the first month of the year 
by the most widespread reckoning), corresponding to mid-March 
to mid-April in the Gregorian calendar. 


Although the verse is not a fully fledged pun, the asoka tree is cer- 
tainly meant to be a metaphor for the king (who is a/foka, with- 
out sorrow, now that the queen appears to have consented to his 
love for Malavika). But Dhdrini should be well aware that he, un- 
like the tree that did not flower at the proper time but only when 
the queen arranged for a ceremony, has not entirely ignored the 
command of the vernal goddess. INGALLs (1976: 21) sees a com- 
plete double entendre in this quatrain, in which Agni-mitra “refers 
to his own restraint ... and implicitly subjects ... himself to [the 
queen’s] kindly rule.” 


The chakra gander (cakravaka, here referred to as rath’'/anga/na- 
man, “that which is named after a part of the chariot,” i.e. the 
wheel, cakra) is the ruddy shelduck or Brahminy duck (Tadorna 
ferruginea). By poetic convention it is supposed to be separated 
from its mate every night. 


Donned the russets: an expression for putting on monastic robes. 
See also p. xxviii. 


It is quite possible that Malavika too had known of this prophecy, 
which may have helped her to bear her fate with patience. 


The concept of the double kingship (dvairajya) is mentioned 
briefly in the Arthasastra (8.2.5—8). Anonymous “teachers” are said 
to view it as a danger to the kingdom, but Kautilya disagrees and 
says that double kingship is not harmful if practiced by a father 
and his son or by two brothers. Interestingly, this remark is omit- 
ted from some texts of the Arthasastra (apparently due to eyeskip), 
so certain versions simply mention double kingship as a danger 
to the kingdom. Whether or not such division is beneficial for 
Vidarbha, it will certainly be advantageous to Agni-mitra, as ex- 
pressed in 5.144 [14]. 
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Greek: the Sanskrit word Yavana (etymologically cognate to “Io- 
nian”) originally means Greek, but may refer to any (western) for- 
eign people, and could thus also be rendered as “barbarian.” Ni 
says they could be Greeks or (anachronistically) Turks: yavananam 
yavanadesarajnam tuluskanam (sic) va. We believe that the clash 
was with the people of one of the Hellenized kingdoms of the 
northwest of the Indian subcontinent. 


We take the royal sacrifice (raja/yajna) to refer to the horse sac- 
rifice. Dwivepi remarks that this interpretation is sound because 
the horse sacrifice can only be performed by kshatriyas, and the 
word rajan (“king”) can mean “kshatriya” (rajapadam atra ra- 
janyaparam, tena rajayajno ‘tra rajanyaikanustheyo ‘Svamedhah). 
Ka quotes the Trikdndasesa (untraced) to show that rdja/yajna 
can mean either the horse sacrifice or the sacrifice performed 
at the inauguration of a king (rajayajno namasvamedhah. rajaya- 
jno rajastiyakhyah. rajasityo nrpadhvarah). \ndeed, the variant raja/ 
stiyalyajna seems fairly widespread, but we see no way in which 
that sacrifice could be relevant to the context. See note to 5.7 for 
the horse sacrifice and p. xvi for its performance by Pushpa-mitra. 


The Indus (Sindhu) might also be interpreted as a common noun, 
“a river,” but again we feel that the actual Indus river fits the con- 
text best. Ni mentions both options and expresses no preference 
(sindhoh saritah. sindhur nama sarit), while Ka is for the great river 
named Indus (sindhor nama nadasya). The expression daksine ro- 
dhasi could also mean “right bank” rather than southern bank. 


As described in the Ramayana (Book 1, “Boyhood, Balakanda, 
36-40), Sagara, an ancestor of Rama, wished to perform a horse 
sacrifice (q.v. note to 5.7). The sacrificial horse was kidnapped by 
Indra in the guise of a monster. The sixty thousand sons of Sagara, 
sent to retrieve the horse, were subsequently burnt to ashes by the 
sage K4pila (also identified with Vishnu). It was Anshumat, the 
grandson of Sagara, who finally retrieved the horse, making the 
completion of the sacrifice possible. 


NOTES 


5-154 Emptying your mind of anger: our sources seem as clueless as 


5.158 


we are about why Agni-mitra should have been angry in the first 
place. The simplest explanation would be that this is a mere phrase: 
he should attend the sacrifice with a tranquil mind. Ni explains 
vigata/rosah (literally, “[being] one whose anger has departed”) 
as nivrttakosah, which we can only interpret as “one whose trea- 
sury has vanished,” unless kosah in the gloss is a typographical er- 
ror in AryANGar’s edition for krodhah, “wrath.” Ka only analy- 
ses the compound and offers no explanation. The Sararthadipika 
opines that Agni-mitra may be angry with Pushpa-mitra because 
the latter had appointed the young prince to guard the sacrificial 
horse without the former’s consent (vigatah rosah madvisayakah 
krodhah yasya tat ceto yasya tena. agnimitranumatim vind tatpu- 
trasya yajniyaturagaraksadhikaritve niyogo tra sambhavito rosahetuh 
bodhyah). Pandit is of the same persuasion. Kate counters this 
with the note that “no true Ksatriya would shrink from ... such 
a mission;” we in turn are not so sure about this, or about Agni- 
mitra being a true kshatriya (either in attitudes or technically; see 
p. xix). Tawney proposes in the introduction to his translation that 
there might have been a tension between father and son because 
of their different attitudes to Buddhism (see p. xxi). 


There is considerable confusion in our sources as to the speaker of 
this line and the next. There are also a number of variant readings 
that do not significantly alter the meaning, and others that suit 
the identity of the speaker (e.g. parituttha for parituttho if this line 
is spoken by the king; omission of Maudgalya if that line is spoken 
by the chamberlain, and in some sources an introductory line by 
the chamberlain before the verse). “I’m pleased that the son takes 
after his father” is said by the queen in a variant noted by KALE 
and Sastri, and in three manuscripts consulted in Dwivepi's edi- 
tion. “It appears the elephant calf is imitating the prime bull” 
is spoken by Kaushiki in the main text of KALE and in a variant 
mentioned by Iver. Interestingly, Dwrvepi puts this latter line in 
the mouth of the chamberlain (who then goes on to say the verse 
“Tt is no surprise...”), though this appears to be based on a single 
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NOTES 


manuscript, while he does not mention Kaushiki as the speaker at 
all. Iver opines that the probable reason why some sources desig- 
nate Kaushiki is that they do not want the king to flatter himself 
(by calling himself a prime elephant bull). 


The thigh-born sage is Aurva, whose story as described in the 
Mahabharata (Adiparvan, cantos 169-171) goes as follows: the 
(kshatriya) sons of a king named Krita-virya wished to obtain the 
wealth of the (brahmana) descendants of Bhrigu, but when they 
realized that the latter had hidden their riches in the ground, they 
decided to slaughter the Bhrigu clan down to children still in the 
womb of their mothers. One of the Bhrigu ladies hid her fetus 
in her thigh (aru in Sanskrit), and after its birth the child was 
named aurva, “of the thigh.” He blinded the sons of Krita-virya 
by his brilliance, and though he forgave them and returned their 
eyesight when they begged his pardon, he then proceeded to burn 
up all the world with his ascetic power. At the behest of his own 
slaughtered ancestors he finally gave up the plan, but his promise 
to scorch the world could not be revoked. The ancestors suggested 
that he release his anger into the ocean, where it took the form ofa 
fire in the shape of a horse’s head. Known as vadavagni, “the mare 
fire,” it bides its time checked by water and constantly burning up 
the ocean’s extra water supplies, until it is unleashed at the end of 


the world to burn everything up. 


According to the Arthasastra (13.5), after a new conquest a king 
should, among other acts, release all his prisoners. 


This is all I seek for the sake of your co-wife: we take pratipaksal 
hetoh, literally “for the sake of [your] rival,” to refer to Malavika, 
who has now become one of the king’s wives. Our feeling is that 
this would have been the original reading (corroborated by Ni, 
who glosses pratipaksahetoh sapatnijanam uddisya, “‘for the sake 
of the rival’ means ‘with respect to the co-wives’”). It might have 
been changed to the widespread variant hrdaye pratipalaniyam, 
“(this is all) that should be cherished in [your] heart” by redac- 
tors who felt, like Kate, that it would be impolite of Agni-mitra 
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NOTES 


to ask a boon for the sake of Malavika, and on top of that, to re- 
fer to her as Dharini’s pratipaksa. Dwivepi also follows the sec- 
ond, softer reading even though it is attested in only two of his 
manuscripts, but finds our preferred reading (supported by three 
of his manuscripts, and another that reads varaye pratipaksahetoh) 
worthy of a comment. His opinion (which we find forced) appears 
to be that pratipaksa does not mean co-wife, but refers to the tra- 
ditional political enmity between the countries of Magadha and 
Vidarbha, which comes to an end with the marriage of Agni-mitra 


and Malavika. 


Actors’ benediction: it is customary in Sanskrit drama that af- 
ter the happy ending the hero is asked what else he would like, 
to which he replies something along the lines of “could anything 
make me happier?” and then recites a verse in which he asks for 
prosperity in general for the kingdom and its king. This verse in 
a way transports the audience back from fiction to reality, and is 
often styled bharata/vakya, literally the “actors’ speech.” The final 
benediction in “Malavika and Agni-mitra” is an unusual one, as 
the king is hardly ever named in the benedictions of other plays. 
Furthermore, here it is only the second half of the verse (and that 
only in some sources) that is styled bharata/vakya, while the first 
half is entirely about the king’s private wishes. See also Introduc- 
tion, note 24. 


Calamities (ti) may be meant in a specialized sense. Ka quotes a 
verse (also cited in VSA s. v. iti) to show that they can be of six 
particular kinds: excessive rain, lack of rain, locusts, mice, parrots 
and neighboring kings (ativrstir anavrstih salabha musakah sukah 
/ pratyasannas ca rajanah sad eta itayah smrtah, untraced). 
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1.94 


1.129 
1.136 
1.139 


1.149 
1.150 


1.150 


1.150 


1.182 


1.191 


VARIANT READINGS 


devie DelV Kal Sri : devie evva Del KalV Mad SriV. 
°vinaya° Del Mad : °visesa® Kal Sri : omit DelV KalV MadV 
SriV. 


vahatava Del KalV Mad : vahataka DelV Kal Sri : varhataka 
DelV : vahanava DelV. 


tan na vo na viditam DelV Kal Mad Ni Sri : tan na vo viditam 
Del KalV SriV : tatra vo na viditam DelV KalV : etan nanu vo 
viditam KalV MadV. 


bhimiharesu Kal Ka Sri : bbuimidharesu Del KalV Mad : bhimer 
iva DelV SriV : omits SriV. 


idrk KalV MadV Sri : omit Del KalV Mad SriV : idrsi Kal. 
vikatthya Kal Ka Mad Sri : vikathya Del. 

tatha hi Kal DelV Sri : omit Del Mad. 

vidyamane ‘pi DelV Kal Mad Sri : sati Del KalV MadV. 
urabbha° Del Kal Mad Sri : uarambhari° KalV SriV. 


°sausthavabhinayam DelV Kal Ka MadV Sri: °sausthavatisayam 
Del KalV Mad SriV : sausthavam KalV SriV. 


ganadasah DelV KalV Mad Sri : omit Del Kal SriV. 

svagatam Kal Mad Sri : ganadasam vilokya janantikam Del. 
ganadasam vilokya janantikam KalV DelV Sri : ganadasam vilo- 
kya prakasam Mad : omit Del Kal. 

prakasam Del Sri : ganadasam vilokya prakasam Kal : omit DelV 
Mad. 

vigata° Del KalV Mad Ni SriV : virala® DelV Kal MadV Sri : 
vihita® DelV : virakta® DelV. 

sdmayika KalV KaV : samavayikd Del KalV KaV Mad Ni SriV : 
samajika Kal Ka MadV Sri : pratyanantari° DelV : sahyavadika 
KalV. 
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3.26 
3.76 
3.83 
3.83 
3.84 
3.105 
3.117 
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VARIANT READINGS 


°rago DelV KalV Ka Mad Ni Sri: °ra@vo Del MadV : °nddo 
DelV Kal SriV. 

grhagatayas Del KalV Mad Sri : parigatayas DelV Kal Mad 
SriV : parinatayas KalV. 

vamao Del KalV Mad Sri : vamo Kal Mad V. 

vidvatsu DelV Kal MadV SriV : yusmasu Del KalV Mad Sri 
Ni. 

°savanam Del KalV Ka MadV SriV : °sadanam DelV : °sevanam 
KaV : °samgitakam DelV Kal Ni Sri: °pradarsanam DelV KalV 
KaV Mad SriV. 


samagras DelV KalV Mad Ni Sri : samagrais Del Kal Ka. 
majjana Del Kal Mad Sri : madhyahna StiV MadV. 

ido Del Mad Sri : ado Kal. 

pesaladaram DelV Kal : varam Del : varam pesaladaram Mad 
Sri. 

paehi Del : pavehi KalV : pavahi Mad : lahehri (sic; em. lahehi?) 
DelV : anubhavissasi DelV Kal : anuhohi DelV Mad : pavida 
hohi MadV Sri : pavida hodi KalV. 

sunavida a mae jam bhavada samdittham DelV Kal Mad Sri : 
sunavida a mae tam attham jo bhavada samdittho Del : sunavida 
a mae tam attham bhavada samdittham KalV : sunavido aam 
attho jo bhavada samdittho KalV MadV. 

sahanijje DelV Kal MadV : sahanijje kajje Del Kal Mad Sri. 
°raso DelV Kal Ka MadV Ni Sri: “phalo Del Mad. 

upavisya Kal Mad Sri : omits Del. 
java DelV Kal Mad Sri : java nam Del KalV. 

mocaeam Kal Sri : moceam Del Mad. 

hanje Kal Mad Sri : hala Del : ceti KalV. 


mano vi kim vi DelV Mad Sri : mano maha DelV : mano maha 
kim vi Kal : mado mam Del MadV : mano vi mado mam KalV. 
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3.171 
3.196 
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4.20 
4.21 


4.26 


4.26 


4.60 


4.121 


4.138 


4.139 


4.161 


4.166 


4.177 
4.181 


VARIANT READINGS 


prakasam ragam vilokya Mad Sti : ragam vilokya prakasam Kal : 
prakasam Del. 
nikkhevo DelV Kal Mad Sri: °vikkhevo Del KalV. 


dara° Del Ka Ni SriV : daravara® KalV : vara Mad : sundara° 
DelV KalV MadV Sri : isipari® DelV Kal. 


°*sambadho DelV Kal Ka Sri: °sampado Del Mad : °sambandho 
KalV : °sampado bhavissadi KalV : °badho bhavissadi SriV. 


juttam DelV Kal Ka Sri MadV : na juttam Del KalV Mad. 
vaam Del Mad Sri : amhe Kal. 

klantam DelV Kal MadV Ni Sri : kaéntam Del KalV Mad. 
mamdo em : kudo Del. 

tatas tatah Mad Sri : omit Del Kal. 

rava DelV KalV MadV Sri : svard Del Kal Mad : svand SriV 
: gira DelV. 

parabhrtika DelV KalV MadV Sri : parabhrta Del Kal Mad 
SriV : parabhrtih KalV. 

edaim DelV Kal Sri : ede Del Mad. 

“avacaya° DelV Kal Sri: °apacaya° Del Mad. 


samagatanam DelV KalV Ni Sri : samagamandam Del Kal Ka 
Mad. 

pasapariuttavaanena Kal Ka Mad : pasapariuttamuhena KalV : 
pasaparivattidavaanena DelV : isipariuttavaana KalV : isappari- 
uttaraana (sic) Del : isapparivattidavadana MadV : isiparivatti- 
davaana Sri : isipasavam (sic) DelV. 

abala sati DelV KalV KaV Ni MadV Sri : sakhi tava Del Kal 
Ka Mad. 

mha Kal MadV : mhi Del Mad Sri. 

gate Kal Ka Mad Ni Sri : tate Del. 


baimbikandm Del Kal Mad Sri : na@yakanam DelV KalV 
MadV : nayikanam DelV : vaidikanam DelV. 
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4.185 
4.208 
4.236 
5-43 
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5.127 


5-144 


5-149 


5.169 
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VARIANT READINGS 


°caksur DelV Kal MadV Sri: °netram Del KalV MadV SriV. 
kidaggho DelV Kal Mad SriV : kidavo Del KalV Sri. 
°bandhuno em : °bandhuna Del Kal Mad Sri. 

vismrta Kal Ka MadV Sri : vistrta Del KalV KaV Mad Ni. 
°visaya°® DelV Kal Ka MadV : °raja° Del KalV Mad Sri. 


patrornevopayujyate DelV KalV Mad Sri : patrornam vopayu- 
jyate Del Kal Ka MadV : patrornam upayujyate KalV. 


“avagraha® DelV Kal Ka Sri : °anugraha® Ni MadV SriV : 
°upagraha® Del KalV Mad. 

raja° DelV Kal Ka Mad : rajastiya® Del KalV Sri : asvamedha° 
MadV. 

paribbhamsaidavvetti DelV Kal : paribbhamsaidavva tii Sri : 
vibhamsidavvetti Mad : bhasidaghetti (sic) Del. 

mrgaye pratipaksahetoh KalV MadV Ni Sri : varaye pratipak- 
sahetoh Del Mad : hrdaye pratipalaniyam Kal Ka MadV. 


GLOSSARY OF NAMES AND TERMS 


Be warned: the Glossary contains spoilers about some of the characters 
in the play. Refer to the Cast of characters for a “safe” description of the 
key figures. 


AGNI-MITRA (Agnimitra) The king of Vidisha and hero of the play. 
Past the prime of his youth, he is apparently quite effective as a 
ruler, but not quite the lord of his own home. His chief wife is 
Queen Dharini (by whom he has an adolescent son, prince Vasu- 
mitra) and his second wife is Iravati. He is presently looking for 
a young and pretty new woman, and when he sets his eye on 
Malavika, the plot of the play begins. However, he must proceed 
with extreme care so as to spare the feelings of his two queens. He 
is aided by the jester Gautama. His name means “friend of [the 


god] Fire.” 


ANSHUMAT (Amsumat) The grandson of Sagara in the Ramayana, who 
retrieved the sacrificial horse of his grandfather. His name means 
“possessing rays,” i.e. “sun.” See also note to 5.154. 


ASHOKA (asoka) ‘The “tree without sorrow” (Saraca asoca), a small ev- 
ergreen tree that flowers in great profusion at the end of winter. 
Indian folklore says the ashéka tree will burst into flower when 
struck by the foot of a woman. See also notes to 3.2 and 3.14. 


ATIMUKTA (atimukta) “Surpassing pearls,” a creeper with scented, 
white flowers. The way it enfolds trees—particularly mango trees 
in literary fancy—is a common metaphor for a woman embracing 
a man. See also note to 4.177. 


BAIMBIKA (Baimbika) Probably an ancestral name of Agni-mitra, 
meaning “descendent of Bimba (or Bimbaka).” See note to 4.181 
for a discussion of other possibilities and p. xix for the question of 
the historicity of the name. 


BAKULA (fakula) An ornamental tree with small, fragrant, white blos- 
soms (Mimusops elengi). The flowers retain their fragrance when 
dry. See also note to 3.145. 
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BAKULAVALIKA (Bakulavalikd) Queen Dhidrini’s maid and Malavika’s 


friend. Her name means “garland of bdkula flowers.” 


Buasa (Bhasa) An illustrious dramatist tentatively dated to the fourth 
century CE. See also note to 1.7. 


BIMBA (bimba) A small, oblong gourd (of the genus Momordica, Coc- 
cinia or Bryonia), which turns bright red on ripening and to which 
the lips of women are frequently compared. 


CHAKRA (cakra) ‘The ruddy shelduck ( Tadorna ferruginea), also known 
as cakravaka. By poetic convention it is supposed to be separated 
from its mate every night. See also note to 5.63. 


CHANDRIKA (Candrikd) Iravati’s handmaid. Her name means “moon- 


light.” 


CHATAKA (caétaka) A species of cuckoo which is said in poetic fancy to 
subsist on nothing but raindrops. See also note to 2.53. 


DuHARINI (Dhdrini) King Agni-mitra’s primary wife. A proud and 
practical woman past the bloom of her youth, her chief interest is 
in preserving proprieties and maintaining harmony in the palace. 
She has an adolescent son, the heir apparent Vasu-mitra, and a 
young daughter, Vasu-lakshmi. She also has a half-caste brother, 
Vira-sena. Her name means “earth” and “supporter” (see also note 
to 1.124). 


DHRUVA:SIDDHI (Dhruvasiddhi) The court physician of Agni-mitra. 
His name means “certain success.” 


Gana:DaSA (Ganadasa) A teacher of dance and acting patronized by 
Queen Dharini, in rivalry with Hara-datta. His name means “ser- 
vant of the hosts [of Shiva].” 


GAuTAMA (Gautama) The jester, a personal companion and friend of 
King Agni-mitra. He is a brahmin by birth but performs no priestly 
function and speaks Prakrit, unlike proper brahmins, who would 
speak Sanskrit. Timid and gluttonous, he has a ready wit, which 
he employs in the service of the king’s amorous affairs. His name 
means “descendent of [the sage] Gétama.” See also note to 4.237. 
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GayATRI (Gayatri) A Vedic mantra that is said to be the mystical 
essence of all Vedic knowledge. See also note to 4.237. 


Hara-DATTA (Haradatta) A teacher of dance and acting patronized by 
King Agni-mitra, in rivalry with Gana-dasa. His name means “[he 
who was] given by Shiva.” 


IrAvaTI (/rdvati) King Agni-mitra’s junior queen, subordinate to 
Queen Dhirini. She is young, beautiful and jealous of her posi- 
tion. Her name, literally “refreshing” or “watery,” is the name of 
a North-Indian river (and goddess) whose modern name is Ravi 
(Ravi, contracted from /ravati, not Sanskrit Ravi, one of the names 
of the Sun). The Burmese river Ayeyarwady (formerly spelt Ir- 
rawaddy in English) bears the same name. 


JAYA-SENA (Jayasena) The usheress: a female official of the harem sub- 
ordinate to the chamberlain Maudgalya. She runs errands, an- 
nounces visitors and ceremoniously leads royalty around the palace. 
Her name roughly means “army of victory.” 


JyOTSNIKA (Jyotsnika) One of a pair of slave girls skilled in music (the 
other is Rajanika), sent to King Agni-mitra by General Vira-sena in 
a consignment of war booty after defeating Yajfia-sena. Her name 
means “daylight.” 


KAUMUDIKA (Kaumudika) One of the maids in the palace. Her name 
means “moonlight” or “white waterlily.” 


KAusuHikt (Kausiki) A mendicant woman (parivrajika; probably of 
the Buddhist persuasion, but this is never clearly stated) staying 
in the palace, respected by Queen Dharini and sympathizing with 
Malavika and King Agni-mitra. In fact she is the younger sister of 
Stimati, the erstwhile minister of Madhava-sena of Vidarbha. She 
is dedicated to aiding Malavika in getting noticed by and subse- 
quently married to Agni-mitra. On the question of whether she is 
actually in league with the jester Gautama, see p. xxix. 


Kavi-PUTRA (Kaviputra) An ancient playwright whose identity is un- 
certain. See note to 1.7. 
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KETAKI (ketaki) A species of screw-pine (Pandanus fascicularis), a large 
shrub with a branching trunk, many prop roots, sweetly scented 
flowers and long, spiky, strap-shaped leaves. See also note to 4.214. 


KRATHA-KAISHIKA (Krathakaisika) ‘The people of Vidarbha, from two 
clan names, Kratha and Kaishika. See also note to 5.20. 


KrisHNA (Krsna) The eighth incarnation of Vishnu, the preserver god 
of the Hindu pantheon. Krishna is one of the most popular deities 
in modern Hinduism: in his youth a mischievous cowherd known 
for his amorous pastimes, and in adulthood a cunning and un- 
scrupulous chieftain and politician. His name means “black.” 


KURABAKA (kurabaka) A plant with reddish markings, probably a spe- 
cies of amaranth. See also note to 3.44. 


MApuava-sENA (Madhavasena) The prince of Vidarbha who hopes to 
ally himself to King Agni-mitra by marrying his sister Malavika 
to Agni-mitra. At the beginning of the play, he is held captive by 
his cousin and rival Yajfia-sena. Subsequently he is freed by Agni- 
mitra’s army and becomes his vassal ruling over half of Vidarbha. 
His name probably means “he whose army is Krishna;” several 
other interpretations are possible. 


MApuavika (Madhavika) A woman in charge of the palace strong- 
room or dungeon. Her name means “vernal” or the atimukta 
creeper. 


MapuHu-KARIKA (Madhukarika) A servant woman in charge of the 
palace gardens. Her name means “(little) bee.” 


MaAtavixa (Malavikd) A maid in Queen Dharini’s retinue, recently 
sent as a present to the palace by general Vira-sena, commander 
of a borderland fort. She studies dance under Gana-dasa and is 
hopelessly in love with King Agni-mitra. Her cause is fostered by 
her friend Bakulavalika and by the mendicant woman Kaushiki. 
She is actually the princess of Vidarbha, younger sister of Prince 
Madhava-sena. She fled from Yajfa-sena with minister Simati, and 
was separated from him in an attack by outlaws. She was found by 
Vira-sena, who sent her to Agni-mitras palace. Her name means 
“woman of Malava [country]” (see p. xxvii). 
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MaupcAtya (Maudgalya) ‘The chamberlain at King Agni-mitra’s court, 
a high-ranking elderly servant in charge of the palace and the 
harem. His name means “descendent of [the sage] Mudgala.” 


Maurya (Maurya) The ancient Indian dynasty founded in 322 BCE by 
Chandra-gupta Maurya and expanded in the third century BcE by 
his famous grandson Ashoka. It was Pushya-mitra Shunga (called 
Pushpa-mitra in this play), the father of Agni-mitra, who brought 
an end to the Maurya dynasty by staging a palace coup. 


NAGA (naga) Literally “snake” or “cobra,” in Hindu mythology nagas 
are a class of supernatural beings with snake-like characteristics. 
They are associated with water and fertility, and are said to inhabit 
a particular level of the underworld. See also p. xxiii for Naga as a 
proper name. 


NAcarika (Ndgarika) A maid in the service of Iravati. Her name 
means “sophisticated [woman].” 


NArmapa (Narmada) A major sacred river of central India, flowing 
immediately south of the Vindhya. Its name (formerly also spelt 
Narbada and Nerbudda in English) means “pleasure-giving.” See 
also note to 1.50. 


Nipuntka (Nipunika) Maid and companion of Iravati, a shrewd and 
meddlesome young woman. Her name means “shrewd woman.” 


PRIYANGU (priyangu) A plant of uncertain identity. See note to 3.108. 


PusHPA-MITRA (Puspamitra) King Agni-mitra’s father; his name means 
“friend of flowers.” Known to historians as Pushya-mitra Shunga 
(Pusyamitra, “friend of [the lunar mansion] Pushya”), he over- 
threw the Maurya dynasty and founded his own, but never actu- 
ally proclaimed himself a king, preferring to stick to his old title 
of sendpati, “general.” 


RAJANIKA (Rajanika) One of a pair of slave girls skilled in music (the 
other is Jydtsnika), sent to King Agni-mitra by General Vira-sena 
in a consignment of war booty after defeating Yajfa-sena. Her 
name means “night.” 


289 


GLOSSARY OF NAMES AND TERMS 


Rati (Rati) The wife of Kama, the god of love. Her name means “pas- 
sion.” See also note to 5.19. 


Rupra (Rudra) Originally the Vedic god of storms, in Hinduism 
identified with Shiva. His name probably means “howling,” though 
other derivations are possible. 


RUKMINI (Rukmini) One of the most important of Krishna's six- 
teen thousand wives. Her name means “golden” or “adorned with 
gold.” She was the daughter of Bhishmaka, a legendary king of 
Vidarbha. See also note to 5.20. 


SAGARA (Sagara) An ancient mythical king who undertook to perform 
a horse sacrifice. The sacrificial animal was stolen by a monster 
and retrieved subsequently by his grandson Anshumat. His name 
is said to mean “with poison,” because his pregnant mother had 
been given poison by a rival wife to postpone the child’s birth. See 
also note to 5.154. 


SAMAHITIKA (Samdahitika) A maid serving Kaushiki. Her name prob- 
ably means “composed” or “concentrating woman.” Her name is 
Samabhrtika, “brought together” (?) in some versions of the play, 
and Parabhrtikd, “(little female] cuckoo” in others. 


SARASAKA (Sdrasaka) A hunchback footman in the service of Queen 
Dharini. His name means “crane,” probably referring to his crooked 
posture. (See note to 3.55 on the sarus crane.) 


SarAsvaTI (Sarasvati) The Hindu goddess of eloquence, music and 
learning. Originally a river goddess, her name means “watery” or 
“possessing marshes.” 


SAUM{LLA (Saumilla) An ancient playwright whose identity is uncer- 
tain. See note to 1.7. 


SHARMISHTHA (Sarmisthd) The daughter of a mythical demon king 
who became the foremother of many of India’s ruling dynasties by 
conceiving three sons from King Yayati. See also note to 2.8. 


SHASTRA (Sastra) A treatise or textbook; the collective name for ancient 
Indian scientific literature. 
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Sutva (Siva) The god of destruction and re-creation in the Hindu 
pantheon. A deity of many aspects, he is the supreme self- 
restraining ascetic, but also the unrestrained god of procreation 
and virility. In the form of Nata-raja, “king of dancers” (commonly 
known as the dancing Shiva) he is also the divine patron of dancers 
and actors. His name means “auspicious” or “gracious”—generally 
believed to derive from a conciliatory epithet applied to the fierce 


god Rudra. 


SHUNGA (Suiga) The dynasty founded ca. 185 BcE by Pushya-mitra 
(called Pushpa-mitra in this play), who dethroned the last of the 
Maurya rulers. See also p. xvi]. 


SUmatI (Sumati) Minister or chief secretary of Madhava-sena and el- 
der brother of Kaushiki. His name means “clever.” 


T{LAKA (tilaka) A plant of uncertain identity, probably patterned in 
contrasting colors and reminiscent of forehead designs, also tilaka 
in Sanskrit. See also note to 3.44. 


Uma (Uma) The wife of Shiva, also called Parvati. She is the female 
counterpart to Shiva, and inhabits the left half of the representa- 
tion of these two deities in one body. As an independent goddess, 
she is the daughter of the mountain-god Himalaya. Her name is 
traditionally explained as “oh no!” shouted by her mother when 
Parvati became an ascetic to win the attention of Shiva. 


VAHATAVA (Vahatava) Minister or chief secretary of King Agni-mitra. 
The meaning (and proper spelling) of his name is uncertain. See 
also note to 1.60. 


VAIDARBHA (Vaidarbha) Literally “belonging to Vidarbha,” this term 
is used in the play for the ruler of the Vidarbha country. 


VARADA (Varada) A river of the Vidarbha heartland. Formerly also 
spelt Wardha in English, its name means “boon-giving.” 


VASU-LAKSHMI (Vasulaksmi) A child princess, daughter of King Agni- 
mitra and Queen Dhirini. See also note to 1.33. 


Vasu-MITRA (Vasumitra) ‘The adolescent heir apparent, son of King 
Agni-mitra and Queen Dharini. At the time of the events in the 
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play he is undergoing what is probably the first test of his manli- 
ness: he has been appointed by Pushpa-mitra as the guardian of a 
sacrificial horse. 


ViDARBHA (Vidarbha) A country in central India, south of the Nar- 
mada river. At the commencement of the play it is ruled by Yajfia- 
sena, who has overthrown and captured his cousin and rival Ma- 
dhava-sena. 


Vipisua (Vidisa) A country in northern Central India, ruled by King 
Agni-mitra and extending as far as the Narmada river in the south. 
Also the name of a river (now usually called Bes, an Anglicization 
of its vernacular name) near the modern town of Vidisha, which 
may have been the site of the ancient capital. 


VinpuHya (Vindhya) A mountain range in Central India, separating 
the northern Indo-Gangetic Plain from the Deccan Plateau in the 
south. 

Vira-SENA (Virasena) The commander of a borderland fort, serving 
King Agni-mitra. He is the half-brother of Queen Dharini by a 
lower-caste woman. See also note to 1.50. 

YAJNA-SENA (Yajiasena) A contender to the throne of Vidarbha, en- 
emy of King Agni-mitra. He imprisons his cousin and rival Ma- 
dhava-sena. He is subsequently defeated by Agni-mitra, but al- 
lowed to continue ruling half his country as Agni-mitra’s vassal. 
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METERS USED 


The following meters are used in this text: 


arya Act 1. [3], [s]-[9], [13], [18], [20], [22]; Act 2 [x], [2], [ro]-[14]; 
Act 3 [7], [9], [13], [16], [18]-[20], [22], [23]; Act 4. [2], [3], [5], 
[7], [x0], [17]; Act 5 [4]-[6], [19] 


drutavilambita Act 3 [6]; Act 4 [13]; Act 5 [7] 
harini Act 4 [11]; Act 5 [1], [2] 

indravajra Act 5 [17] 

malabharini Act 3 [3], [11] 

malini Act 2 [5]; Act 3 [12] 

mandakranta Act 2 [6], [8]; Act 3 [4]; Act 4 [1] 
matrasama Act 2 [4] 

praharsini Act i [21] 

prthvi Act 3 [17] 

puspitagra Acti [11] 

rucira Act 4 [16] 

Salini Act 3 [14], [21]; Act 5 [8] 
sardilavikridita Act 1 [4]; Act 2 [3]; Act 3 [5]; Act 4 [15] 


Sloka Act 1 [10], [14], [15], [19]; Act 2 [7], [9]; Act 3 [8]; Act 4 [4], 
[6], [12], [14]; Act 5 [9], [11]—[13], [15], [16], [18] 


sragdhara Act i [1]; Act 2 [12] 

upajati Act 1 [2], [16], [17]; Act 3 [10]; Act 4 [8]; Act 5 [14] 
vamsasthavila Act 3 [15] 

vasantatilaka Act 1 [12]; Act 3 [1]; Act 4 [9]; Act 5 [3], [zo], [20] 
viyogini Act 3 [2] 
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